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HaykoBy po3BigKy NPUCBAYEHO JOCMIMKEHHIO (OYHKLIOHaNbHOI Npupoaun rpadivyHoi MOBHOT Fpy B Cy4acHOMY aHrIOMOB-
HOMY NOCTMOAEPHICTCHKOMY XYAOXHBbOMY TEKCTi Y ANCKYPCMBHOMY KItodi. BusiBneHo, Lo y NOCTMOAEPHICTCHKOMY XYO0X-
HbOMY TEKCTi rpadpiyHa MOBHa rpa peani3yeTbCsi Yepes CYKYMHICTb BigMoBigHWUX rpaddidHNX MOBHOCTURICTUYHUX 3acobiB
Ta KOMMO3ULINHO-CTUNICTUYHUX NPUAOMIB. Y LIbOMY 3B’SI3KY aKTyanbHUM BUOAETLCA BUBYEHHS (DYHKLiOHANLHOI npupoan
Pi3HOMaHITHMX rpachiyHux 3acobiB, LLO B3aemMogiloum Mixx cOBO CTBOPIOOTL rpadhiyHy MOBHY rpy, a BiATak i HagMipHy
rpaciyHy HEOAHOPIAHICTL MOCTMOAEPHICTCHKOrO XYAO0XHBOIrO TEKCTY, LLO NPWU3BOAUTL OO0 CUHEPreTUYHOI Hanpyry Yu Kor-
HITMBHOIO ANCOHaHCY. MeToto CTaTTi € BUSABNEHHS PyHKUIOHaNbHUX TUNIB rpadivyHOT MOBHOT rpK Y Cy4acHOMY aHrfioMoB-
HOMY NMOCTMOAEPHICTCHKOMY XyAOXHbOMY TeKCTi. [locTaBneHa meTa nepefadavae po3B’si3aHHs TakuxX 3aBAaHb: OKPECUTU
OCHOBHI HaNpsiMM1 AOCHIAKEHHS MOBHOI rPpW Ha Pi3HWX eTanax il CTaHOBMNEHHS Ta BUABUTK i KMOYOBI O3HAKW; BU3HAYUTK
doyHKUiOHanNbHI TMNK rpadpiyHOT MOBHOI rpK y Cy4aCHOMY MOCTMOAEPHICTCEKOMY XyAOXHbOMY TeKCTi. Y reHe3nci MOBHOT
rpv BUAINeHoO ABa nepioaun: 4ONOCTMOAEPHICTCHKUIA, YNIPOAOBXK AKOr0 MOBHY Py PO3rnsaAaloThb NuULUe SiK PisHOBUA MOBHOTO
XapTty (kanambyp, napoHomagsis, napogis, nepecnis, Napagokc), Ta NOCTMOAEPHICTCbKUIA, KO MOBHY Py TPaKTYHOTb i AIK
NIHrBICTUYHY pO3Bary, i AK NPUINOM opraHisadii TekcTy. [loBegeHo, WO 3a Takmx yMOB (DYHKLIOHaNbHUI CNEKTP MOBHOI rpu
Yy NOCTMOLEPHICTCbKOMY XYAOXHbOMY TEKCTi PO3LUMPUBCA — Bif TPaAMLUIHO po3BaXarnbHOi A0 TpaHcgopMaLinHo-omno-
BiAHOI Ta TpaHCgOpPMaLiNHO-KaHPOBOI. 3aCTOCyBaHHA MeTody CEMIOTUYHOMO AeKOA4yBaHHSA BidyanbHOI iHopmauii nig
Yyac iHTepnpeTauii NTOCTMOOEPHICTCLKMNX XYOOXKHIX TEKCTIB YMOXIMBKB: @) BUSBIIEHHS iXHBOI BidyanbHOi HEOQHOPIAHOCTI;
6) BUOKpEMMEHHA MyNbTMMOZAIbHOI rpadpivHOi hOPMU NOCTMOZEPHICTCLKOrO XYAOXKHBOMO TEKCTY; B) BUHAYEHHS OYHKL-
OHanbHWX TUNIB rpadpiyHOi MOBHOI rpu, a came: rpademMHoi, hparmeHTapHOi Ta AMCKYpPCUBHOI. [loBeaeHo, Wwo rpacdemHa
rpaciyHa MOBHa rpa po3Baxae uuTaya, 6epyTb y4acTb Y CTBOPEHHI NOCTMOAEPHICTCHKOrO NacTmwy emouin. dparmeH-
TapHa rpadiyHa MoBHa rpa Cryrye Baxenem nepemMykaHHs onosidi. ¥ cTaTTi Takox NokasaHo, Lo AUCKYPCUMBHA rpadiyHa
MOBHa rpa 3aBAsKV BUNaAKOBMM eneMeHTam nariHauii po3ainis, (6e3 po3ginoBux 3Hakis), pisHWi nonirpadivyHmMm WpndT,
3acuNMI0 pi3HMX rpadivHMx 3acobiB, BeAe 40 CTBOPEHHS MiflsTUMOAanbHOI rpadivHoi hopmu Ta edpekTy MynsTUMELin-
HOCTI B Liflomy.

KniouoBi cnoBa: rpadhiyHa MoBHa rpa, rpadivHi 3acobu i npuiiomu, rpacdema, niHreorpadisi, NOCTMOOEPHICTCLKUIA
XYOOXHIN TEKCT.

The article is devoted to the study of the functional nature of graphic language play in a modern English postmodern
fiction text in a discursive manner. It has been found that in a postmodern literary text graphic language play is realised
through a set of appropriate graphic linguistic and stylistic means and compositional and stylistic techniques. In this regard,
it seems relevant to study the functional nature of various graphic means that interact with each other to create a graphic
language play and, consequently, excessive graphic heterogeneity of the postmodern literary text, which leads to syner-
gistic tension or cognitive dissonance. The aim of the article is to identify the functional types of graphic language play in a
modern English postmodern fiction text. This goal involves solving the following tasks: to outline the main directions of the
study of language play at different stages of its formation and to identify its key features; to determine the functional types of
graphic language play in a modern postmodern literary text. In the genesis of language play, two periods are distinguished:
pre-postmodern, during which language play is considered only as a kind of language joke (pun, paronomasia, parody,
paraphrase, paradox), and postmodern, when language play is interpreted both as linguistic entertainment and as a tech-
nique of text organisation. It is proved that under such conditions, the functional spectrum of language play in a postmod-
ern literary text has expanded — from traditionally entertaining to transformational-narrative and transformational-genre.
The application of the method of semiotic decoding of visual information in the interpretation of postmodern literary texts
made it possible to: a) identify their visual heterogeneity; b) distinguish the multimodal graphic form of the postmodern
literary text; c) define the functional types of graphic language play, namely: grapheme, fragmentary and discursive. It is
proved that graphemic graphic language play entertains the reader, participating in the creation of a postmodern pastiche
of emotions. The fragmentary graphic language game serves as a lever for switching the narrative. The article also shows

169



Bunyck 35

that the discursive graphic language game, thanks to random elements of section pagination (without punctuation marks),
different printing fonts, and the dominance of various graphic means, leads to the creation of a multimodal graphic form

and the effect of multimedia in general.

Key words: graphic language play, graphic means and techniques, grapheme, linguography, postmodern literary text.

IlocTanoBka mnpoGjeMH Ta aHATI3 OCTaHHIX
AocaizkeHb i myOumikaunii. 3MiHa CycHiJibHOI CBi-
JIOMOCTi BiIOyBa€ThCs, K CTBEPIKYIOTh HayKOBIII
y cdepi rymanitapuctuku [17; 18], B enoxy mio6ainb-
HHX 3MiH B IHTEJICKTyaJIbHOMY Ta KYJIbTYPHOMY KHUTTI
COLIiyMy, HACJIIJKOM SIKUX € PyHHYBaHHs yCTaJI€HUX
CYCHUTBHHX CTPYKTYp. CaMe Tako emoxor TOTalb-
HUX TpaHchopMaliil i pEeKOHCTPYKIii CTaB MOCTMO-
JICPHI3M SIK TPAHCKYJIBTYPHE SABHUIIE, KOJIM CyCIUIbHA
ineororis Oyna miaMiaeHa ineosnorieto rpu (S. Connor,
T. Eagleton). IlocriifHa irpoBa peanpHICTh 3HAHIIIA
CBili JIIHTBaJILHUIA BUSIB y TIOCTMOJIEPHICTCHKIA MOB-
Hi# rpi (bademtok O.A., Konnparenko H.B.) pisHoro
(YHKIIOHAIEHOTO CIIPSIMYBaHHSI.

Y NOCTMOAEPHICTCHKOMY XyHOKHBOMY TEKCTi
ITOCTMOMIEPHICTChKa MOBHA T'pa PEaNi3yeThCs depes
CYKYIHICTh BiJIOBIIHUX MOBHOCTWJIICTHYHHX 3aCO-
0iB Ha pi3HUX MOBHUX piBHAX (TpadiuHOMY, MOp-
(dororiyHOMY, JEKCHYHOMY, CHHTaKCHYHOMY, ceMa-
CIOJIOTIYHOMY) Ta  KOMIIO3HUI[IHHO-CTHIIICTHYHUX
npuiiomiB. Citii HArOJIOCUTH, O CYTHICTH OYb-SKOT
MOBHOI T'pH TIOJITAE Y C8i00MOMY TIOPYIIICHH] aBTO-
poM opdorpadiyHUX Ta MYHKTYaIlliHHMX MOBHHX
HOPM, CIOJYYyBaHOCTi CJiB, NMPaBHJ CIOBOTBODY,
BKMBaHHI JIEKCUKH 3HUKEHOTO CTHIIICTHYHOTO TOHY
(mianmekTu3MiB, CIEHTI3MIB, JKaproHi3MiB), TBOPECHHI
ABTOPCHKUX HEOJIOTI3MIB IIJISIXOM ITOE€THAHHS THIIOBO
HETOEIHYBAaHUX CEM YU JIEKCEM.

Y TOCTMOIEPHICTCHKIA TMOETHINl  XyHOXKHIH
TEKCT TPAKTYIOTh SK «3HAKOBY HisUIbHICTH, POOOTY
i rpy» (P. Baprt), sx GesnepepBHUil mpolec KOH-
ctpytoBanus 3HakiB (O. babenrok). ¥ ¢doxyci yBaru
JIHTBICTIB BCE YacCTillle CTAlOTh IMPOOJIEMH Bi3y-
agpHO-TrpadivHOr0 0(OPMIIEHHS Cy9acCHHX TEKCTiB
pizaux >xanpiB (O. BsmixoBa, H. Konmparenko),
a TaKoX MDKIUCIUILUIIHAPHI JOCIIHKCHHS IOCT-
MOJEPHICTCHKOTO XYJOXHBOTO TEKCTy B paMKax
rpacdiunoi miarBictuku (I. Tenp6, P. Kpoccmanm)
gu miarBorpadii (Kocmena T.A.). ¥V mpoMy 3B’s3Ky
aKTyaJbHMM BHIA€TbCS BUBUCHHS (YHKLIOHAJIb-
HOI NMPHUPOOM PI3HOMAHITHUX rpadiyHUX 3aco0iB,
110 B3a€EMOJII0UM MK COOOI0 CTBOPIOIOTH TpadiuHy
MOBHY Iy, a BiITaK i HaAMipHYy rpadidyHy HEOTHO-
PIOHICTH TOCTMOAEPHICTCHKOTO XyJOXHBOTO TEK-
CTY, IO IIPU3BOJUTH JO CUHEPTreTUYHOI HAPYTH Yu
KOTHITUBHOTO AMCOHAHCY.

CrioyaTKy MOBHA rpa BHUBYamacsl TUIBKU 3 (iso-
codepkux mosuuiit (JI. Bitremmraiin, M. Teiisinra),
Jie il OCHOBHMMM XapaKTEPUCTHUKAMU BBAXKAJIU IeNlo-
HICTHYHY CKepPOBaHICTh, HAIBHICTH TIPABUJI, CBOOOIY

MOBEJIHKA OCOOUCTOCTI, MPOLECYaNbHICTh, PO3-
BUTOK TBOPYHMX MOXIIMBOCTEH OCOOHMCTOCTI TOIIO.
3romgom (D. Crystal) y4eHi 3BepHyNIH yBary Ha pi3-
HOMAHITHI JIIHI'BaJIbHI, TOJOBHHM YHMHOM JIEKCHYHI,
3aco0H MPOsIBy MOBHOI TPH SIK BTUICHHS KOMIYHOTO
[11; 14], Ta/abo sk BUSB JIIHTBOKPEATHBHOTO MFC-
neHHsI MOBJIeHHEBOI ocoouctocTi (H. Konmparenko,
0O.10. Turapenko, O.b. lllonp), 1€ TOTOBHUMH O3Ha-
KaMH CTalld TapaJoKCalbHICTh, AHOMAIBHICTH Ta
BIIXWJICHHS BiX HOpPMH. Y TapHHI MTOCTMOIEPHICT-
CHKOI TOETUKH AOCIITHUKH BCE YaCTIIIe TiAKpeCIio-
I0Tb C8i00Me nopyuieHHsa 3araJbHOMOBHUX HOPM Ha
yCiX MOBHHX PIBHAX, IO OTPUMAJIO NaPacOIbKOBHI
TEPMIiH «MOBHI aHOMaJTii».

OCMHCITIOIOYM MOBHY Tpy Ha pi3HHX eTamax il
PO3BUTKY, BHIIISAEMO [1BA TMPUHIMIIOBO BiaMiHHI
MEePioNu:  OONOCHMOOEPHICMCbKULL,  YTIPOIOBXK
SKOTO MOBHY TPy PO3IISIAIOTH JHIIE K Pi3SHOBHUI
MOBHOTO >KapTy (kKanamOyp, mapoHoMasis, mapois,
HepecHiB, Mapagokc), Ta HOCHMMOOEPHICMCLKUIL,
KOJIM MOBHY TPy TPaKTYIOTh 1 SIK JIIHTBICTUYHY PO3-
Bary, i Ik MpUiOM opraHizallii TeKCTy. 3a TAKHX YMOB
(yHKLIOHANBHUI CHEKTP MOBHOI I'PH y TOCTMOAEP-
HICTCBKOMY XYIOXXHBOMY TEKCTI PO3LIMPIOETHCS —
BiJl TPaAULIHO PO3BaXKaJIbHOI A0 TpaHCHOpMAIIiii-
HO-OIOBITHOT Ta TpaHC(HOPMAIiTHO-KAHPOBO.

MeTtoro cTarTi € BHUABICHHS (YHKITIOHATb-
HOi mpuponu rpadiyHOi MOBHOI TPH Y CydacHOMY
AQHIJIOMOBHOMY TOCTMOJEPHICTCHKOMY XYIOKHBOMY
TekcTi. [locTaBnena mera mepenbayae po3B’si3aHHS
TaKMX 3aBAaHb: OKPECIUTH OCHOBHI HAalpsMU
JIOCITIDKEHHST MOBHOI T'pH Ha Pi3HUX eTamax ii cTa-
HOBJIEHHS Ta BUSIBUTH i1 KJIFOYOBI O3HAKH; BUSHAYUTH
(hyHKIiOHANBHI THITH TpadidHOI MOBHOI I'pH Yy cydac-
HOMY HOCTMOZEPHICTCHKOMY XyIOKHBOMY TEKCTI.

Bukiaa ocHOBHOro marepiany J0C/TiIKeHHS.
OnHUM 13 MPOBITHUX TPUHIMIIB MOOYOBU TMOCT-
MOIICPHICTCHKUX XYIOKHIX TEKCTIB BBaXKaEMO ife-
onoriuno-3mictouit (bademox O.A.), miag SKAM
PO3yMieMO Takuii criocid opranizanii 3MicTy ocTMO-
JICPHICTCHKUX XYIOKHIX TEKCTIB, KOJIHU BiJJOYBa€ThCS
HE TUTBKM Horo iHQOpMaIliiiHe pO3ropTaHHs, aie
i nocmiiina izposa mpauncghopmauin, T06To chop-
MOBAHHU 3MICT HE 3aJIUIIAETHCS CTAJINM, a YBECH Hac
3miHIoeThes (badeok).

Crhix HarolocuTH, MO y MOCTMOAEPHICTCHKUX
XyAOXKHIX TEKCTaxX izpoea HACMAHO8A HA CTBO-
peHHs1 Oyab-KOi XYyHOXKHBOI 10311, 110 3aMiHIOE
peanbHICTh, € BUXIMHOI 1 BU3HAYAIBHOIO SIK JIS
aBTopa, Tak i mid gutaya (...). He BumankoBo Taki

170



3akapnarceKi ¢inonoriudi cryaii

MOCTMOZICPHICTCBKI TEKCTH HAa3UBAIOTh i2pOGuUMU
(Komsica O.B.), OCKUTEKY IXHI¥M CMHCI pO3KPHUBAETHCS
JMLIE i 9ac TPH, SIKY IPOIOHY€E YUTAUEB] aBTOP.

3amydeHHs JUCKYPCUBHOTO TiIXOY /10 BUBYCHHS
MIOCTMOZICPHICTCHKOI MOBHOI T'PH, 103BOJISIE€ BHUTIY-
MayuTu ii He JHIIe SK Pi3HOBUI MOBHOIO KapTy,
0 BXOAUTH 10 CKIIAMy ipoHii, a TepemyciMm sK
«crocid  MOCTMOAEPHICTCHKOTO  TEKCTOTBOPEHHSDY
[4; 5], Akmii aKTyalizye «CUTYAIlil0 JOMOBIICHOCTI»
MDK aBTOPOM 1 YUTa4eM PO YMOBHICTh PO3MOBii:
KOXKeH i3 TrpaBliB (i aBTOp, i UMTa4) 3HAE€ MpaBHIA
I'pH i ToTOBUE Oparu y Hill yuacTs. Hanpukian, B ece
“The Tao of Pooh” b. I'odda mocTMomepHicTChKa
MOBHa T'pa MPOHU3YE BECh XYIOXKHill TBip: BiJ MOB-
HOi rpu Ha BepOambHOMY piBHI (KanamOyp, 3eBrma,
rpa CciiB, apamokc, MapoHOMa3is, mapomis, mepec-
miB, abCcypaucTchka rocTpora) A0 TpadiuHoi rpu
rpadem, MaJIOHKIB Ta MIPUQTIB, aX A0 BCEOXOILIIO-
FOUOi TPH ifeil Ta KOHIIEMIIH Ha KOMITO3UIIIHHOMY
piBHI (Hampukian, OOIrpyBaHHS CIOXKETY TIOBICTI
A.A. Minna «Binni-Ilyx i Bci, Bci, Bci» Ta Teopii
nmaocu3my B TBopi “The Tao of Pooh™ b. 'odda) [19].

YuciieHHi irpy Ha pi3HUX MOBHHX PiBHSX, 1 Ipa-
(GiYHOMY y TOMY YHCIIi, CTBOPIOIOTh Y MPOILEC] PO3-
TOPTaHHA MOCTMOAEPHICTCHKOTO TEKCTy BCE HOBI
TOJIOBOJIOMKH, 3arajkd, KOO, SKi HamoJerTHBHN
1 TepIeNMBAN YMTad MOBHHEH po3rajaTH. Tak 3acTo-
CYBAaHHS MmOy CemMiomuunozo 0eKoo0y6anus 6izy-
ansnol ingpopmayii (P. Bapr, I'. Kpecc) min yac inTep-
mpeTtanii MMOCTMOAEPHICTCHKUX XyAOKHIX TEKCTiB
MOBHOI I'pH, a came: zpaghemnoi, ppazmenmapnoi
Ta OUCKYPCUBHOI. YMOXXIIUBUB: &) BUSIBICHHS IXHBOL
Bi3yallbHOI HEOJHOPITHOCTI Ha OCHOBI IPUHITUIIIB
Bi3yaJlbHOT Teplentlii; 0) BUOKPEMIICHHS My1bmu-
MOOANbHOT 2paghiunoi ghopmu MOCTMONCPHICTCHKOTO
XyAOKHBOTO TEKCTY, K CBIZIOMOTO IIOPYIICHHS KaHO-
HIYHUX rpadiYHAX HOPM TEKCTOTBOPEHHS Y €IUHOMY
TEKCTOBOMY IPOCTOPI; B) BU3HAYCHHS (PyHKIIIOHAIIb-
HHX THMIB TpadigHol

TI'paghemna mosna epa cxiaanaeTbes 3 ONUHUIHOTO
MOBHOCTHJIICTUYHOTO TpadidHOro 3aco0y (TOJOBHIM
YHHOM rpad)eM) y TUTOIIHHI TOPH30HTATIHHOTO KOHTEK-
CTy, 110 ab0 MPOCTO PO3BAKAE yMTaya, abo K CHpHsIE
MOTTUOIEHOMY PO3YMIHHIO aBTOPCHKOI KOHIICHIIii
tBOpy. Hampuxuaz, tBip b. Todda «The Tao of Poohy
PO3MOYMHAE HEBEIMKUHA TUTSYMI BIPIIUK, B SIKOMY
CIIOBa CKJIQJIAIOTH TEBHY BipIIoBaHy (OpMy, OIHAK
CEMaHTHYHO BiH 11030aBJIeHUH Oyb-sKoTo 3MicTy. TyT
aBTOp Hajae mepeBary Qopmi Hag 3MICTOM, 1 TAKUM
YHHOM 3aIpOIIy€e YUTaua JI0 TP, CTBOPIOE HECEPHO3HY
arMoc(epy JIerkoro, HEBUMYILEHOTO CIIUIKYyBaHHS.

Cottleston, Cottleston, Cottleston Pie,

A fly cant bird, but a bird can fly.

Ask me a riddle and I reply:

«Cottleston, Cottleston, Cottleston Pie.»

Cottleston, Cottleston, Cottleston Pie,

A fish can 't whistle and neither can 1.

Ask me a riddle and I reply:

«Cottleston, Cottleston, Cottleston Pie.»

Cottleston, Cottleston, Cottleston Pie,

Why does a chicken, I don’t know why.

Ask me a riddle and I reply:

«Cottleston, Cottleston, Cottleston Pie.» [19].

LinkoM oueBMAHO, MO Yy LBOMY (parMeHTi
(hoHO-rpadiuHi 3aco0M Ta MPUHOMH, 30KpEeMa aii-
Tepaiis (MOBTOPEHHS CHIB3ByYHUX MPUTOIOCHUX f7/,
rd, sk, pl, fl, stl, sk, ck, n't), enipopa (moBTOp OTHAKO-
BOTO 3BYKY [ai] HallpUKiHIN PSAAKIB), BUKOPUCTAHHS
mpudTiB, BIAMIHHUX BiJ IIPU(TiB OCHOBHOTO TEKCTY
Ta JIHIA MiIKPEeCICHHs, 0 y KIHIIEBOMY Pe3yJIbTari
BEIYTh IO CEMAaHTUYHOTO HOHCEHCY. Taka rpademMHa
rpa 3aHypIO€ YuTa4ya B arMocdepy 3ByKOBUX 00pa3iB
Ta acolliaiiid, o HAaOJMKATh HOro J0 JyXe CXO-
KUX y PEaTbHOMY JKUTTI.

3a J0nmOMOror MOBHOI I'pH rpadeM aBTOp CTBO-
PIOE TOCTMOJICPHICTCHKY TPY CIIiB IPOTSATOM PO3TOp-
TaHHS YCBHOTO €ce, [0 Hajae HoMy HemepeBeplie-
HOTO KOMi3MYy:

«the Confucianist Dedicated Scholar —
Confusionist, Desiccated Scholary

«Tuesday — Twosday»

«Thursday — Thirdsday»

«customary procedure — Crustimoney
Proseedcake»

«Confusionist s state of mind»

«Aardvarks and Their Aberrationsy

«He instigorates Knowledgey [19].

Hapenmeni mpukiamu rpademMHOi MOBHOI TpH,
y TepLIy Yepry, po3BakaloTh YUTa4a, OepyTh y4acTb
y CTBOPEHHI Pi3HHUX €(EeKTiB BiJ KOMIYHOTO, 0 ipo-
HIYHOTO a00 K CapKaCTHYHOTO, 3arajloM CTBOPIOIOUH
y UNTa4a HOCMMOOEPHICMCOKUI nacmuul eMoyii.

®@pazmenmapna zpagiuna mosna zpa peanisy-
€TLCS TIIIAXOM TTOETHAHHS TpadidHUX Ta KOMITO3H-
LUiAHO-CTWIIICTUYHUX NPUHOMIB 1 HPOCTEXKYETHCS
B OKpPEMHX TEKCTOBUX (pparMeHTax OMOBIJl y TIIO-
IIMHI BEPTUKAIFHOTO Ta TOPU30HTAJIBHOTO KOHTEK-
cTiB. BoHa ciyrye gajcenem nepemukannsa onogioi:
noniQoHii HapaTopiB, aBTOPCHKOTO/TIEPCOHAKHOTO
MOBJICHHSI, OTHCY MEPCOHAXKIB, Yacy ¥ MICIls MOMIiH,
Jianory repois, HUTYBaHH, Yy)KOTO MOBJICHHS, pO3-
IyMiB aBTOpa Ta pi3HUX KoMeHTapiB. Hampukma:

«The Tao of Pooh? »

«The How of Pooh?»

«The Tao of Pooh?»

«lt seems more like the ow of Pooh!»

«The How of Pooh? The Tao of Who?» [19].

Juckypcuena zpagiuna moeéna zpa CTBOPIO-
€TBHCS 32 JIOTIOMOTOI0 KOMITO3UIIIHO-CTHITICTHYHUX
MIPUHOMIB, SIKi CITPAITbOBYIOTH Ha TJIi BCHOTO TEKCTY
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y IUIOMIMHI BEPTUKAIBHOTO KOHTEKCTY. 3a TaKuX
YMOB OYEBHJTHOIO € BTpara Koresii, 10 CHpUYWHEHA
BHKOPHUCTAHHAM 3HAYHUX 33 00CITOM KOMEHTapiB Ta
ABTOPCHKHX BIJICTYIIIB, sIKi HE CTOCYIOTBHCSI TOJIOBHOL
OTIOBIiJli; PO3PHUB TPAAULIHHUX MPOCTOPOBO-YACOBUX
BiJHOIIICHb; BHMKOPHCTAaHHS CIMCKIiB, 1TIOCTpAaIii,
¢dororpadiit, TokyMeHTIB Ta iHpopMmalii, HEe peie-
BaHTHMX [JI1 TEMHU OIIOBIJAHHS, a caMi TEKCTOBI
(hparMeHTH 9acTO BUCTYMAIOTh SK CaMOCTIiHI 1 He
MOB’si3aHi OIWMH 3 OJHUM 3a 3MicToM. Bapro Haro-
JOCUTH caMe Ha rpaivHuX CKIaJOBUX IBOTO TUILY
MOBHOT TPH, TaKUX SIK: BUIIAJKOBI €IEMEHTH MariHa-
1ii PO3/IiIiB, BBE/ICHI B TEKCTOBY TKaHHHY 0e3 Oy/ib-
SIKOT MOTHBAIII1 (TIepeBaKHO O€3 PO3MUTOBUX 3HAKIB),
pizHuil nomirpadivanii mpudT, 3acuiuia rpadivHIX
3ac00iB, KOHBEPIeHLIs IKUX Y KIHLEBOMY pe3yibTari
BEJIe 10 CTBOPCHHS MilbmumoOansvHoi zpaghiunoi
dopmu Ta ehexmy myromumeditinocmi B 1IIOMY.
B mpomy ece came muckypcwBHa TrpadigHa MOBHA
rpa I03BOJISIE YUTATY PA30M 3 HAPATOPOM Ta TEPOSIMHU
CIIyXaTH pajlio, My3UKy, CITIBaTH ITiCHIi, TePEBIpITH
€JIEKTPOHHY IOIITOBY CKPUHBKY Tomo. Hanpukian:

[Micus: “Wooh Baby! Oooaowee BABY! (Wanga
wanga wanga.) Baby, don 't leave me! (Wanga wanga
crash bang!) Baby, don't LEAVE me!” (Click.).

Opna: (Applause.) A Toast! To Gallant Piglet and
Fearless Pooh —

Sing ho! for Piglet (PIGLET) ho!

Sing ho! for Piglet, ho!

and

Sing Ho! for a Bear!

Sing Ho! for a Pooh!

Sing Ho! for the life of a Bear!

Panio: “Er. . . well. . .” (Click.) “Now just listen
to this, Pooh.”

“Thirty thousand people were killed today when
five jumbo airliners collided over downtown Los
Angeles. . .,” the Radio announced.

We were discussing the “Ode to Joy,” the choral
finale to Beethoven's Ninth Symphony.

“It’s one of my favorites,” said Pooh.

“Same here,” I said.

“My favorite part,” said Pooh, “is where they go:
Sing Ho! for the life of a Bear!”

“But...”
“Sing Ho! for a Bear!
Sing Ho! for a Pooh!”
“But they don t------ ”
Sing Ho! for the life of a Bear!”

“My favorite part,” he added.

“But they dont sing, ‘Sing Ho! for the life of a
Bear!’ in the ‘Ode to Joy,” “ I said. [19, p. 56].

VY 11p0My TEKCTOBOMY (pparMeHTi MYIbTHMEIii-
HICTb PO3KPHUBAETHCS 3a JIOMOMOTOI0 TrpadidHuX

(mpudt, Tpadivni 3HaKM), POHETHUHUX (IMiTalisd
criBy cuM(oHil) CTHIICTHYHMX 3ac00iB, a TaKOXK
HapaTUBHOI TEXHIKM 3MilllyBaHHS TOJIOCIB HApaTOPiB.

LikaBuM MPUKIAIOM AWUCKYPCHBHOI TpadiuHOi
MOBHOI TpH BBaXKAEMO HAa3BY CKCIICPUMEHTAIb-
Horo omoBiganHs Mepmia beitma “A.B.C.D.E.
F.G.H.IJ.K.LMN.O.PQRS.TUV.WXY.Z” [13].
Amnriificbka abeTka y Ha3Bl OIOBINAHHA MO3HAa4Yae
npodeciro rooBHOI repoini, — Oibmiorekaps Keiici.
Jlitepu abeTKH CTalOTh OCHOBHUMH OPi€HTUPAMHU Y ii
po6oTi Ta y kwurTi. BoHa noBruit 9ac xxuBe y Kapaui,
BUBYMIIA YPAYy i MepeiHsia Ha cebe MICIEBY Kylb-
Typy. “She, of all the British community there, was
one of the few who took the trouble to learn Urdu,
the local language. She could speak it, not read it:
those calligraphic loops and dots meant nothing
to her, except that “it was a language”.” [13. p. 132].

[IpoTe ronoBHa ifesi OMOBiTaHHS PO HEBIAIIO-
BiJTHICTbB JIiTEp, CIIB Ta IMOHSThH, IKi BOHH ITO3HAYa-
I0Tb, Y OCOOMCTUX CYyO’€KTHBHHX YSBICHb IPO
Hux: “Philosophers other than myself have discussed
the inadequacy of words. “Woman” covers women of
every shape and size, whereas the one I have in mind
is red-haired, has soft arms, plain face, high-heeled
shoes with shining straps” [13, p. 131].

AOo iHmmi nipuknan: “At this point, consider
the word “Karachi”. Not having been there myself
I see clusters of white-cube buildings with the edge
of a port to the left, a general slowness, a shaded
verandahed suburb for the Burrasahibs. Per-haps,
eventually, boredom — or disgust with noises and
smells not understood” [13, p. 132].

IepoiHst XaOTUYHO JPYKYE JITEPH, SIKI paHIOMHO
CKJIAJaIOThCS Y BUIAIKOBI clloBa Ta (ppasm, a BiaTak
1 y BumankoBi ictopii. “I select from these letters,
pressing my fingers down. The letter (or an image of
it) appears on the sheet of paper. It signifies little or
nothing, I have to add more. Other letters are placed
alongside until a “word” is formed. And it is not
always the word WORD” [13, p. 132].

Taka rpadiuyHa MOBHA rpa, 32 YMOBH HECIPHIA-
HATTA ii YMTaueM, CTBOPIOE y MTOCTMOJEPHICTCHKOMY
XyAOKHBOMY TEKCT1 eghekm abcyply, sKWii YMHHUTH
NEepeIKkoAn Ul 1HTepIpeTalii depe3 MpoTUpivus
MIX IUTAHOM BHPaKEHHS Ta IIAHOM 3MiCTy. 3a TaKuX
yMOB abcyp/l BUCTYTIa€ iIrpOBUM PUHOMOM, IO BUKO-
Hye (YHKIIO AECTPYKIii, MPOBOKY€E KOTHITHBHHMA
JVICOHAHC YU CHHEPTeTHYHY HAIpyTYy.

BuCHOBKM Ta mepCHeKTHBM MOAAJbLIIHX
Ja0cJaiTKeHb. TakuM 9IHOM, YHCICHHI TOCTMOEP-
HICTCHKi MOBHI iTpH, MOXKJIUBICTD JIJIS YMTAYa JOTIH-
catu (piHam, 3a4MH YM OKpeMHil (pparMeHT TeKCTy
MEPETBOPIOIOTh  TOCTMOJIEPHICTCHKUN  XyTOXKHIN
TEKCT y CBOEPIAHY IrpOBY peasibHICTh, IO J103BO-
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JIs€ MOZCNIOBaHHS HaMpPi3HOMAHITHIIINX BapiaH-
TIB CMHCITy MiJl 9ac «IHTEPaKTUBHOTO UYHUTAHH».
3acToCyBaHHS METOLYy CEMIOTHMYHOIO JAE€KOLYBaHHS
Bi3yanmpHOI iHQoOpMalii mig dYac iHTepmperamii
MOCTMOJEPHICTCHKUX XyAOXKHIX TEKCTIB YMOXKIIH-
BHB: a) BUSBICHHs IXHBOI Bi3yallbHOI HEOIHOPIA-
HOCT1 HA OCHOBI IIPUHIIUIIIB Bi3yaJlbHOI MEPIIEIIii;
0) BHOKPEMJICHHS MYJIBTHUMOAAIBHOI TpadidHOl
(hopMH OCTMOIIEPHICTCHKOIO XYIOXXKHBOI'O TEKCTY,
SIK CBIJJOMOTO MOPYIICHHS KaHOHIYHUX IpadidHUX

HOPM TEKCTOTBOPEHHS Y €UHOMY TEKCTOBOMY IIPO-
CTOpi; B) BU3HAYCHHS (PYHKI[IOHATHLHUX THUITIB Tpa-
(higHOT MOBHOI T'pH 3aJIEKHO Bij] cCepeIOBHINA JOKa-
mizanii: AMCKypcuBHOI, GparMeHTHOI Ta rpad)eMHO1.
Buxopucranus pizHoro tumny rpadivHux 3aco0iB Ta
MPUHOMIB SIK CKJIaJ0BHX ITOCTMOJIEPHICTCHKOT MOB-
HOI TPH CHpHUA€ YTBOPEHHIO MOCTMOIAEPHICTCHKOI
MYJIBTUMEIIHHOCTI, M0 CIYTye MiATBEPIKCHHSIM
iXHIX €BONIOIIHHUX 3MiH y MOCTMOJEPHICTCHKOMY
TEKCTOTBOPEHHI.
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