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Duchyminska 1.1, Khlivna O.M. THE ROLE OF THE LABORATORY PRACTICAL WORK IN
PSYCHODIAGNOSTICS AND CLINICAL PSYCHOLOGY IN DETECTION OF PERSONAL HELPLESSNESS
OF STUDENTS

The article is devoted to the analysis of psychological phenomenon of personal helplessness as a stable personal
formation of the personal level which combines certain personal qualities, pessimistic attributive style and stable
neurotic disorder. It was characterized the significance of student age as a period of formation of the social system of
relations and personal identity, for manifestation and consolidation of signs of helplessness in the process of
educational activity. It was emphasized that identity crisis may be both a result and a reason of development of
personal helplessness (manifestation of its symptom complex and its attaching in individual behavior, activity style, self-
estimation), causing peculiar “splitting”, ambivalence of personal self-consciousness of a young man.

It was revealed the possibility of psychological practical work in psychodiagnostics and clinical psychology in
detection of personal helplessness of students. It was selected a complex of psychological techniques with the help of
which it was revealed the levels of manifestation of personal helplessness and its psychological peculiarities. The
criterion of gathering techniques for this study were the structural components of personal helplessness, in particular,
emotional and personal. It was presented the empirical results of the detected levels of manifestation of personal
helplessness of students-psychologists which are displayed in indices of passiveness, depressed mood, anxiety,
pessimistic attributive style, external subjective control, lack of independence in decision-making and high sensitivity to
failure, mistakes, etc.

Key words: personal helplessness, student age, educational activity, psychological diagnostics, clinical
psychology, psychological techniques, laboratory practical work.

YAK 159.9:[76:821.111-31] E.E. IVASHKEVYCH
PSYCHOLINGUISTIC ASPECTS OF COMIC BOOK NARRATION

The author of this article underlines that studying narrative discourse in the English literature and its
psycholinguistic aspects it’s very useful to admit at once that such kind of discourse plays a great role in all kinds of genre
of art literature. In a case we have a deal with graphic novels it’s more suitable to show and to underline
psycholinguistic peculiarities or aspects of narrative discourse. It was underlined that the important part of comic book
narration was also the point of view: who was watching and what was the object of this gaze; if a character was looking at
something and in the next panel we were shown this object of this gaze, the reader was positioned as this character. This type
of positioning is essential in comic book narration, as it has the possibility of affecting the meanings linked with the reading
of the comic. Analyzing “Watchmen”, the author of this article proposed such psycholinguistic aspects of narrative
discourse, as: visual emphasis; focalization of information; epigraphs’ emphasis; meta-narrative presentation of the text;
contrasting visual linkings; actualization of narrative potential.

Key words: narrative discourse, visual emphasis, focalization of information, epigraphs’ emphasis, meta-narrative
presentation of the text, contrasting visual linkings, actualization of narrative potential.

Aemop OanuOl cmamvu NOOYEPKUBAEM, UMO U3YUeHUe HAPPAMUBHO20 OUCKYPCA HA Npumepe aHeIUUCKOU
JUmepamypsi, onpeoeieHue NCUXOTUHSBUCMUYUECKUX ACNEKMO8 MAK020 OUCKYPCA ABNAEMCA 8eCbMd aKMYaibHOU
npobnemou cospeMeHHOCmU, 6edb MAK020 pood OUCKYPC Uspaem HeMAlo8dAXCHYI0 pONb Od 8CeX JHCAHPO8
Xyo0odicecmeeHHOU umepamypul. B oannoii cmamve nappamuguviil Ouckypc bOyoem npoamanu3uposan Ha npumepe
2paghuuecKux poMaHos, Ha OCHOBE OCMBICIEHUSI KOMOPLIX U OYOym onpedenenbl NCUXOTUHSBUCUYeCKUe 0COOeHHOCmU
no6ecmeo8amenvbHo20 OUCKypca. B cmamoe 6bi10 noO4EpKHYmMoO, umo 00CMAmMOYHO BaXNCHbIM OJisl OnpeoeieHus
0cobenHoCmell NOBeCmMBOBAMENbHO20 OUCKYPCA SAGIACMCS AHANU3 MAMEPUANO8, NPEOCABIEHHbIX 8 GUOe KOMUKCOB,
6e0b YeNogeK, KOMopulil HabIo0aem, A6IAeMcs MOIbKO 00bEKMOM GU3YAIU3aAYUY, a He eé cybvekmom. B ciyuae, eciu
nepcouadic nabaodaem 3a uem-mo, mo yumamens O6yoem NOUYUOHUPOBAMbCS KAK dmom nepcouadc. Ilpu smom
ONpeoenénublll Mmun NOUYUOHUPOBAHUS UMEem GAJICHOe 3HAYeHue Osl NOBECMBOBAHU EKCMOB8020 MAMepudd,
npeoCcmagieHHo20 & (hopme KOMUKCO8, 8edb UMEHHO SMOM Mun NO3UYUOHUPOBAHUS 60 MHO20M GlUAem HA 3HAYEeHUs,
KOmopule €co30a0mes yumamenem npousseoenus. Ananuzupys npouszgedenue “Houwnvie oxpannuxu” Anana Mypa u
Ibtisa T'ubbonca, aemopom smoti cmamvu ObLIU NPEOLONCEHbL CAeOVIoUuUe NCUXOTUHSBUCUYECKUX dACHeKmbl
HAPPAmMuHo20 OUCKYPCA, G UMEHHO. GU3YANbHASL AKYEHMyayus, aKmyanusayus ungopmayuy, axmyam3ayus
anuepagha, memanappamuenas npeseHmayus mexKcma, KOHMpPACMHble BU3VATbHbIE COB0COUEMANUs, AKMYATU3AYU
HappamuHo20 NomeHyuad.

Knwouegvle cnoea: mnappamusuviii  OUCKYPC, GU3YANbHASL AKYEHMYAyus, axmyaiuzayus uxgopmayuu,
akxmyanuzayus snucpaga, MemanappamueHas npe3eHmayus mekcmd, KOHMpAcmuvle GU3YalbHble CIO80COYEMAaHUs.,
aKmyanu3ayus HappamueHo20 NOMeHyuand.
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Introduction. Studying narrative levels of graphic novels, it is naturally to be located in the field of narrative
studies and it will attempt to mould a narrative method suitable for studying of graphic novels, for studying of the world
of image. As no such established method exists yet, this thesis we’ll begin by combining various theoretical
researches from the field of traditional narrative studies, such as Seymour Chatman and Gerard Genette, with various
views on visual narration and researches of studying comics. A basic structural analysis of “Watchmen” (1986) by Alan
Moore and Dave Gibbons is the initial goal, and later chapters will attempt at more detailed analysis of the various narrative
aspects of a graphic novel. It is important to point out right at the beginning that in the context of this study, the general
terms of traditional narrative study are not directly applicable, but must be reconsidered and possibly redefined when
applied. Therefore, terms such as narrative studies poorly, as no single narrator can be extracted from the story appearing in
a graphic novel, as the images are not “narrated” in a way traditional written novels are. It is more useful to borrow the term
“narration” from the field of film studies. Still, in this thesis the terms from narrative studies will be applied from the
point of view of comic book narration and its requirements.

The review of recent researches. As we know, comics are formed from images, words and the union of the two,
and it is impossible to find a single dominant narrative level typical to traditional narrative literature, which has
traditionally been divided into retrospective first-person narrative, self-reflective narrative, objective third-person
narrative, an omniscient narrative, focalized narrative or stream-of-consciousness-type of narrative. These are not alone
sufficient in a study of visual narration, which is usually divided between narrator, narrative level and so called “point of
view”, but these terms are not used in the same way as they would be used in basic literary studies, for the narrator of
the comic book does not have to describe the characters or the settings around him, because they are immediately
available to the reader in a visual form. The setting of the comic is therefore important, the events-on-scene are what it
is shown and how it is shown. The various narrative devices of the comic book can also enable to reader to identify to the
characters in a new way by concretely positioning the reader inside the point of view of a certain character. In the following
subchapters we’ll present some of the basic theoretical tools and concepts this thesis will rely on as well as some of the
reasons for choosing these particular approaches. As the study of comics and the terms linked with it are not yet widely
known, the basic concepts related to it will also be presented.

The researcher Seymour Chatman divided the narrative text into two components, which will be referred to here as
story (what happens?) and narrative (how it happens?). The story is further divided into events and existents, which are
composed of subcategories such as actions, happenings, characters and setting [2, p. 19]. “Watchmen” also can be
divided into story and narration, the story being the abstract plot of superheroes uncovering a plot to kill millions of people,
and the narrative is the arrangement of the events of the plot in a given medium (here comics) that actualizes the story [2,
p- 37]. The narrative structure in “Watchmen” plays with temporal levels and concepts, showing the reader events and
actions from the past, present and sometimes even the future, many of them almost simultaneously by the way of
juxtaposing panels from separate temporal levels. A past act can be shown to the reader in connection to the present
action, thus giving both events new contexts and new meanings by associating them with each other [1].

So, the objectives of our research are:

1. To analyze the narration of “Watchmen” and to show emphasis of textual device with the help of epigraphs.

2. To study psychological characteristics of narrative level of graphic novels.

3. To propose psycholinguistic aspects of narrative discourse.

The main material of the research. Traditional narratology as it is does not provide sufficient tools for graphic
novel analysis, as the medium is visual in a way written literature is not and the written narrative is usually privileged above
the visual, as already mentioned in the previous section. However, rather than creating a whole new method for the
narratological analysis of comic books, this thesis will apply these traditional views as far as they can be useful, and
continue to build new concepts with the help of other theorists when this approach fails. A transition in theoretical
approach from classical to post-classical narratology will take place during this thesis, as traditional approaches will
gradually be supplemented with views from cognitive sciences and later developments from the field of narratological
studies.

For the basic narratological analysis, this thesis will begin by relying on some very fundamental narratological
theorists, beginning with Seymour Chatman, the author of Story and Discourse — Narrative Structure in Fiction and
Film (1978). Chatman suits the thesis as his theories include film studies, which overlap closely enough to the study of
comics as to be of use. Chatman has divided the narrative text to two essential components: story and discourse, in
which story stands for “the content or chain of events (actions, happenings), plus what may be called the existents
(characters, items of setting); and a discourse the expression, the means by which the content is communicated” [3,
p- 19]. In short, the story tells us what happened, and the discourse shows us how it happens - a division widely
accepted in the field of narratology. However, the term “discourse” is so heavily linked with foucauldian discourse
analysis that the term in the sense Chatman uses will be replaced with the more appropriate term “narration”, taken
from Gerard Genette.

Gerard Genette will be another essential classical narratologist in this thesis, as the term narration itself comes from
him, as well as the idea ofa focalizer, both of which are essential to narratological study, and of great interest in the study of
graphic novel narration, for focalization in comics has possibilities beyond traditional literature. In his Narrative Discourse
[3, p. 114-116] Genette also refers to frequency, which he uses to describe the way certain elements are repeated in
the story and how often the certain event is told. The event cannot be told exactly the same way each time, but it is always
bound to different contexts and thus creates new meanings and is connected to new thematic ideas every time. According
to Genette, a text can hold several abstract and thematically motivated events that are repeated in different parts of the
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narration. Considering the temporal structures in graphic novels, frequency is an important concept in this study since certain
images appear repeatedly in Watchmen, each time in slightly different contexts, thus creating new meanings. Some events
are also repeated from different perspectives, variations in point of view, which is a narrative device labeled by Genette
as repeating narrative [3, p. 114—116]. This type of repeating can also involve only stylistic variations, but the changes in
the point of view is the aspect of repeating narrative that will be applied in this thesis.

The study of visual narration has lately been of interest in the academic world. What makes the study of
visual images challenging is the fact that the visual experience is described first and foremost with language; the visual
meaning is verbalized and narrativized through language. One of the great early masters of comic books, Will Eisner was
one of the first to demand comics the respect they deserve, both as an art form as well as an object worthy of serious
academic study. His book, Comics and Sequential Art (1985), is despite its twenty-plus years’ age still a valid aid when
analyzing the very basic elements of comics, such as imagery, timing and framing, all of which are crucial in understanding
and comprehending the building blocks of comics as a narrative medium. When one examines a comic book feature as a
whole, the deployment of its unique elements takes on the characteristic of a language. Comics communicate in a
“language” that relies on a visual experience common both to creator and audience. The format of the comic book presents
a montage of both word and image, and the reader is thus required to exercise both visual and verbal interpretive skills.
The regimens of art (eg. perspective, symmetry, brush stroke) and the regimens of literature (eg. grammar, plot,
syntax) become superimposed upon each other [6].

Telling about psycholinguistic aspects of narrative level of graphic novels, we have to admit that the kernel
events are the major events which advance the plot “by raising and satisfying questions”, whereas satellite events are
minor plot events that are in no way crucial in the ability to follow the narrative text. The omission of a satellite text will only
impoverish the text aesthetically, and its function is to elaborate the kernel events, to imply their existence. Seymour
Chatman said that these written appendices’ functions precisely were as these satellites, operating at a deep structural level and by
the means of an independent medium [2, p. 54]. Problematic here is the fact that even though the appendices begin as
material clearly in the public domain, such as published books and articles, they gradually transfer into showing the
reader evidently private material not meant to be published. This creates a hierarchy of discourses which provides the reader
with knowledge no other character in the story has.

Textual evidence is also offered to the reader of “Watchmen” in a much more subtler way than the appendices, by
the way of detail texts. These detail texts are small textual details embedded in the visual world of the comic book, such as
posters, signs, books or newspapers. Depending on the comic book in question, these detail texts may be crucial to the
understanding and interpretation of the text, and create several narrative levels within the comic. “Watchmen”, although
already constructed at multiple levels of narration, does not ignore the opportunity to influence the reader via these detail
texts. Newspaper headlines appear at various points in the comic, contextualizing the current political situation with
headlines such as: “French withdraw military commitment from Nato” [5, p. 9], “Keene Act passed: Vigilantes illegal”
[5, p. 15] or “Reds cross Pakistan border” [5, p. 44]. All these take place in different points in time in the alternate
history of Watchmen, and they all help the reader to construct the political and historical context of this fictitious world.
These headlines are deliberately written out, so it is likely that they are meant to be read, instead of being ignored. Other types
of detail texts include advertisements and slogans that appear in the background, including a spray-painted “Who
watches the watchmen?” that appears repeatedly. So, even though the title phrase of the “Watchmen” is not explicitly
said at any point in the actual narrative, the theme it presents is kept alive throughout with the help of the detail texts,
appointing the detail texts in a more crucial position than just background material.

The narration of “Watchmen” is affected by yet another textual device, in this case we mean the role of epigraphs.
Every chapter ends with an epigraph that consists of a short quotation, varying from the song lyrics of Bob Dylan to the
philosophical fragments of Friedrich Nietzsche. These inter-textual allusions all affect the way the reader interprets and
analyzes the chapters; one could say that they cast a shadow over the chapter to which they are epigraphed, forcing the
reader to reconsider what he/she has just read. But as we may understand from the already highlighted points, the comic book
quotation differs crucially from the traditional literary quotation due to its radically different format. We see the gaps
between panels and gaps between the original text and the quotations as places where the reader steps in and “creates”
the text being read, inserting his’/her own interpretations of the relationship between the old and the new text, as with the
images on a comic book page. However, as this in my view applies to other types of literature as well, Ali’s argument is left
rather weak. Chapter V, titled “Fearful Symmetry”, ends with a quotation from William Blake’s poem “The Tiger”
(1794):

Tiger, Tiger burning bright,

In the forests of the night,

What immortal hand or eye

Could frame thy fearful symmetry? [5, p. 26]

The entire graphic novel ends with the epigraph “Quis custodiet ipsos custodes”, with the translation “Who watches
the watchmen?”, quoted from the epigraph of the Tower Commission Report from 1987. A simple argument is that this
is what the entire graphic novel is about: the question of political power, the question of the misuse of power, which leaves its
shadow over the whole work, making the reader question the justifications and motives of all the characters in the novel. In
this light the entire publication of the graphic novel could then be read as critique of the political situation of the mid-1980s,
tying the work closely to a wider context. The decision to put the epigraphs at the end of the chapters instead of the
beginnings is somewhat peculiar, for it affects the interpretation of the text once the chapter has already been read. What
ensues is a sort of hermeneutic circle, in which the interpretation of the text influences the way we read the epigraphs,
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which in turn affect the way we read the text itself [4]. The status quo of the world of “Watchmen” is preserved as the truth
is revealed, and the visual narrative supports this interpretation by showing the reader again the image of the smiley face
with the red stain that began the entire novel.

These recurring images, such as the smiley face (“Have a Nice Day!”), a black-and-white silhouette of a
couple embracing, not to mention the numerous triangles and circles, all appear repeatedly. Through this repetition the
visual images become symbols, which mean that they begin to represent something else through a rule or a shared
agreement. These symbols become narrative, and act as parts of the narrative by the way of integrating the symbolic
meanings linked to them to new contexts. The symbols can even turn into metaphors, as for example the recurring
image of the Comedian being flung through the window, which may be interpreted as speaking of the violence hidden in
all of us. The reoccurrence of these images that turn into symbols can also be interpreted through what G.Genette
refers to as narrative frequency, repetition in narrative [3, p. 113—116]. As already mentioned, in “Watchmen” certain
images and panels are repeated in different contexts, sometimes even with an alternate point of view, thus adding new
dimensions to the narrative. One example of this frequency, this repetition is the image of the Comedian being thrown out of
the window in Chapter I [5, p. 3]. This image is repeated in other contexts: in Chapter II, Rorschach narrates an anecdote
about the depressed clown Pagliacci, while the narrative shows again the murder of the Comedian [5, p. 27]; the black humor
of the anecdote and the images is that of a depressed clown, which is what the Comedian appears to have been before he died.
The punchline “...I am Pagliacci” is contrasted with the by now iconic image of the man thrown through a window. This
image finally returns in Chapter XI, shown again but now both through the eyes of the killer as well as the victim, finally
revealing the reader the face of the killer, just before flinging the Comedian through the window [5, p. 24-26].

Another such an example of the way this type of narration widens the storytelling is the panel showing Dr.
Manhattan [5, p. 9]: the dialogue between Laurie and Dan comes from the other narrative, the image shows Dr. Manhattan
dressing himself telekinetically, by the power of his mind. The caption says “...and he does not care how people dress”, the
original context being that of describing Hollis Mason and how it does not matter which clothes one wears when visiting
him. However, combined with the image of Dr. Manhattan dressing himself in a manner unlike anyone else on the
planet, the “how” in the captions acquires a whole new meaning — the complete message of the union more that either
would be if narrated separately. Most of these cases of inter-narrative commenting in “Watchmen” produce an effect of
irony, even though often very dark irony, such as the clumsy lovemaking attempt between Dan and Laurie in Chapter VII [5,
p. 64-65], which is accompanied by a praising television commentary of Ozymandias’ skillful gymnastic performance. These
parallel narratives mostly take place simultaneously in two different places at the same time, but occasionally the time frame
alters so as to show a recurring narrative from the past events, giving meaning to the current narrative. This is the case for
example in Chapter VII, where Dan s motives for suddenly being scared about Laurie’s life are motivated by a
simultaneous recount of a previous visit from Rorschach, warning that someone might be killing masked heroes [5, p. 3].

As Gerard Genette has pointed out, these “retroactive returns” confer on the past episode a meaning that it did not
yet have in its own time. Past actions are modified in their meanings, their interpretations changed after an occurrence in a
new context [3, p. 56]. This new context is in its turn also affected by the narrative schemas related to the past event which is
now recurring. This is apparent throughout Chapter II, “Absent Friends”, in which various characters appear to be
remembering the deceased Comedian during his funeral, and the visual narrative activates certain past events to the present
narrative for the reader to see. These memories are conveyed in the visual narrative by changes in time and space in which the
character “remembering” it stays in the same posture while the temporal and spatial elements around him alter [3, p. 9, 12].
The type of transformation of visual information is familiar from film studies, and it is a clearly visual way of narrating
the past private experiences of the character through external focalization, showing what the character has experienced
in the past but from outside the character. Still, while reading the novel it is easy to notice how the use of visual elements
to provide smooth transitional moments in space and time is a practical advantage of a rich visual style that exceeds the
content of the speech balloons. This playing with temporal levels and transitional moments in time and space is in fact
an essential quality of the narrative of “Watchmen”, leading to the interpretation that alongside power, time is one of the
crucial overall themes of the graphic novel.

Conclusion. So, analyzing “Watchmen” and describing psychological characteristics of narrative level of graphic
novels we can propose such psycholinguistic aspects of narrative discourse: visual emphasis; focalization of information;
epigraphs’ emphasis; meta-narrative presentation of the text; contrasting visual linkings; actualization of narrative potential.
Also “Watchmen” as the socio-cultural phenomenon has been studied in the courses of history, economy, politics and
sociology, while there have been no psycho-linguistic study on the novel. In other our articles we’ll decide to focus mostly on
the culturelogical aspects of the novel, and the results of these researches will be discussed and completely described.
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Isawrkeeuu E.E. ICUXOJITHI'BICTUY9HI ACIIEKTH HAPATHUBY B KHHI' AX-KOMIKCAX

Aemop yiei cmammi HA20I0WYE, WO BUBYEHHS HAPAMUBHO20 OUCKYPCY HA NPUKIAO0i aH2ailicbKoi Timepamypu,
BUSHAYEHHS NCUXONIHEGICIUYHUX ACNEKMI8 MAK020 OUCKYPCY € 00CUMb aKMyalbHOK NPOOIEMOI CYYACHOCHI, adxce
maxoeo pooy OUCKYpPC 8idiepae HeabUusaKy poib Y 6CIX HCAHPAX XYOOXUCHbOL timepamypu. V Oawili cmammi HapamusHuil
ouckypc 6yoe npoananizo8aHo Ha NPUKIAdi 2pagiuHux pomamie, HA OCHO8I aHanizy AKuUX Oyoe BU3HaA4eHO
NCUXONIH2BICMUYHI 0COOAUBOCMI HAPAMUBHO20 OUCKYPCY. B cmammi 6yn10 niokpecieHo, wo 8axciusum 0 OKpecieHHs
ocobaugocmeti HAPAMUBHO20 OUCKYPCY € AHANI3 Mamepianie, npedcmagneHux y euenaoi KOMIKCi8, adxce N00uHa, AKa
cnocmepizae, € auute 06 'ekmom gizyanizayii, a e ii cy6’ekmom. B cmammi Hazonoueno Ha poui 6i3yaivbHux oopasie,
K 0OnoMazaioms yumayesi 3p03ymimu mexkcmogy ingopmayiio. Ilokazano, wo 3a 00noMo2010 NOBMOPEHH S 6i3VAIbHI
06pasu cmaoms CUMBONAMU, SIKI O3HAYAIOMb, WO 0HU NOYUHATOMb NPEOCMABIAMU OeWo IHUle 30 OONOMO20I0 NeGHO20
npasuna abo ixHbo2o ocobucmicnozo nputinamms. Byno nokasano, wo mun nepemeopenHs 8i3yanvHOI IH@opmayii,
8i0oMUll HAM 3 QinbMis, a came GI3YalbHI 00PA3U ONUCYIOMb OCOOUCMICHO 3HAYYWI NEPENCUBAHHS NEPCOHANCA 3d YMO8
306HIWHBOI BOKANIZAYLL, MUM CAMUM OEMOHCMPYIOUU, WO NEPCOHAIC NePedlrcUus y Muryiomy. JogedeHo, wo, yumarnouu
POMAH, 1e2KO NOMImumu, AK SUKOPUCHMAHHA BI3YANbHUX eleMeHmie Ol 3a0e3nedeHHs MOYHOCMI CRPULHAMMSL
nepexioHux MOMeHMmMi6 8 Npocmopi i uaci € NPaKmuyHol Nepedazold MAakK 38AHO20 Gi3VANLHO20 CMUIID, AKUU €
Habazamo eghexmusHiwum 3a croea. Ll eizyanizayia 6 uaci i npocmopi 8 OMICHOCI € 8ANCIUBOIO AKICIMIO POMAHY
“Hiuni oxoponyi”, wo npu3eooums 00 U020 21uboKoi inmepnpemayii, wWo € OOHIEID (3 HAUBANCIUBIUIUX
xapaxmepucmux epagiunozo pomany. Aunanizyiouu meip “Hiuni oxoponyi” Anana Mypa ma /levisa I'i6bonca, aemopom
yiel cmammi 6y0 3anPONOHOBAHO MAKi NCUXONIHSBICMUYHI ACNEKMU HAPAMUEHO20 OUCKYPCY, d came. 6i3YalbHa
akyewmyayis, akmyanizayis ingopmayii, axkmyanizayis —eniepagy, MemaHapamueHa NpPe3eHmayis - MmeKcmy,
KOHMPACMHI 8i3)YANbHI CIO80CNONYYEHHA, AKMYani3ayisi HapamueHo20 NOMeHYiany.

Knruosi cnoea: napamugnuii Ouckypc, 6i3yanvHa axkyeHmyayis, axmyanizayis ingopmayii, axmyanizayisn
eniepagy, MmemaHapamuHa Npe3eHMAyisi MeKCHy, KOHMPACMHI GI3YANbHI  CIOBOCHONVYEHHS, AKMYani3ayisi
HapamueHo20 NOMeHYiany.

YK [159.923+316.61:159.925]:37.011.3—051 E.3. IBAIIKEBUY
YHIKAJIBHICTD OCOBUCTOCTI TA CTPYKTYPA COHIAJIBHOT'O IHTEJIEKTY HNEJAI'OT' A

B cmammi npoananizoeano ncuxono2iuni 00CaioNCeH s, NPUCBIUEH] 0OIDYHIMYBAHHIO QEeHOMEHY YHIKAIbHOCML.
Onucano npuyunu, sKI ROJSA2AIOMb 6 OCHOBL GUHUKHEHHS [HOUBIOYANbHUX GIOMIHHOCMEU 6 XAPAKMEePUCUKAX
yHikanvhocmi moodeti. OOTPYHMO8aHo npoobremy CMAaHOBNEeHHs COYIANbHO20 THMENEKMY 3 YPAXYBAHHAM OOCHIONCEHD 3
npobrem po3sumky 30ibnocmetl ocodoucmocmi 00 meopyocmi. 3anpononoeano ma ONUCAHO ABMOPCHLKY KOHYENYiio
coyianvbhoz2o inmenexkmy nedazozda. 3a3HA4eHO, WO COYIANbHUL IHMeNeKm nedazozda 6MIWye mpu RIOCMPYKMYpU:
KOCHIMUGHY, MHeMIuHy ma emnamiiny mowo. Myodpicmb ocobucmocmi aemop nyonikayii esaxcac 3a C80€PIOHY
MemaKozHIYuro, KA npedCcmagiena Ha PieHi MHeMIYHOI CKIA0080i COYianbHO20 iHmMeneKmy neddzoed.

Knwuosi cnoea: inmenexkm, coyianvHull iHmeneKkm, VHIKAAbHICMb, 000aposauicmys, MidcocooucmicHa
83A€MO0isl, KOSHIYTT, MemaKocHiyii, KOCHIMUBHA, MHEMIYHA MA eMNAMmIUHa NIOCMPYKMYPU COYIaNbHO20 iHMeNeKmY.

B cmamve npoananusuposamvi ncuxonocuveckue UCCIe008aHUA, NOCEAUEHHbIE 000CHOBAHUIO (eHnoMmeHa
yHukanbnocmu. ORUcanvl NPUYUHDBL, KOMOPbIE NONONCEHbI 8 OCHOBY BO3HUKHOBEHUS UHOUBUOVATLHLIX DA3IUYUL 6
xapaxmepucmuxax yHukanohocmu jioded. C yuémom nCuxoro2uyeckux Uccied08anuil no npodoiemam paseumust
CROCOOHOCMEN TUYHOCIU K MB0pYecmay 000CHOBAHA NpobiemMa CMAHOGIEHUs COYUATLHO2O UHMELIEeKMA JUYHOCTU.
Ilpeonooicena u onucana asmopcKas KOHYENnyusi COYUAIbHO20 UHMENNeKMa neoazozd. YKa3awno, 4mo COyuanbHbwli

Bumyck 8, 2017 36ipHuk HaykoBux mnpams PATIY.



