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TETAHA KAYAK, JIAPUCA KPYJIb, HATAJIIA JINTBUH

JEKIIS IK OCHOBHUM ’KAHP AKAJIEMIYHOI PUTOPUKU:
MOPIBHAHHS KJIACUYHOI TA CYYACHOI MOJIEJIEH

Opurinan crarti HaapykoBaHo: Kavak T. b. Kauak T. b., Kpyns JI. M., JIlutBun
H. b. Jlek1isa sx OCHOBHUH »aHp aKkaJeMI4YHOT pUTOPUKH: TIOPIBHSAHHS KJIACUYHOI Ta
cydacHoi moaenen. Hayxoeuti uaconuc HIIY imeni M. II. [/[pacomanosa. Cepis 5.

lleoacociuni Hnayku: peanii ma nepcnexkmusu. 2022. Bumyck 88. C. 90-95.
https://doi.org/10.31392/NPU-nc.series5.2022.88.18

Y yii ecmammi — ananiz meopemuuno2o ma npakmuuHo20 ACNeKmis Cy4acHoi
JIeKYIi AK OCHOBHO20 HCAHPY AKAOEMIYHOI pUmopuKu, KUl peanizyemscs K 8 yMosax
ayoumopHo2o, max i OUCMAHYItiHO20 HABYaHHA. B noni 30py — nopisusnvuuil ananiz
KIACUYHOI ma Cy4acHoi mooeell 1eKyii; 3Micmosi i MemooOudHi 0cooaUBOCmi 1eKyil,
OHOGNeHHs U mpancopmayii, NPOOUKMOBAHI 3aANUMAMU CYYACHO20 MOJI00020
NOKOJIIHHSL U OHJLAUH-(OPMAMOM.

Jlexyis — ye oCHOBHUIL HCAHP AKAOEMIUHOI pUMOPUKU, YEHMPAIbHUL PO3MOBHUL
Jocanp y euwiu oceimi €8ponu ma 6Oazamvox Kpainax ceimy, sAKui nepeoysac y
nocmiinomy pozeumky i mpancgopmayisx. Cyuacua ii mooenv GiOpi3HAEMbCS Bi0
KIACUYHOI 3MICIMOBUM HANOBHEHHAM CMPYKMYPHUX eJleMeHmi8, Memoro, (hopMamonm,
cnocobom euknady mamepiany ma 83aemooii 3 ayoumopieio. Cb0200HI uacmiuie
BUKOPUCTNOBYIOMb THMEPAKMUBHT MemOOuKu Ui dianoiyni munu Komyuixayii, a IT-
mexHono2ii ma yugposi incmpymenmu 3abe3neqyroms GUCOKY AKICMb 8i3yanizayii
inpopmayii. Cyuachi 1eKkmopu npaxmuxyroms 1eKyii-koaiokeiymu, OUcKycii, oucnymu,
OKCGOpOChKi  debamu, AKMUBHO  BUKOPUCMOBYIOMb  NPULLOMU  KOJIEKIMUBHO2O
002080peHHs YU YCHOI peyeH3ii, 6I02YKY.

Cyyacna nekyis — ye IHMEPAKMUBHA, KOHMEKCMYAIbHdA, CUMYamueHa ma
NeBHOI0 MIpol0  IMNPOGI3AYIUHA OUHAMIYHA OISIbHICMb VYACHUKIE OCBIMHbO20
npoyecy. Lleii scanp mparncgopmysascs 3 00HOCMOPOHHBOL TeKYIUHOI NPOMOSU, KA
nepeoae  3HAHHA, 8  IHMEPAKMUBHUU  mMa KOHCMPYKMUGHUL  0diajoe,
IHMEePMeKCmyaibHy ma MINCOUCYUNTIHAPHY KOMYHIKayito. Tym noeouanucs pizHi
JHCAHPU DPO3MOBHO20 | NUCEMHO20 pe2icmpis, NPUUOMU MPAOUYIUHUX JTeKYil ma
ceMinapis i3 modicausocmamu npezeumayitl 3acooamu IT-mexnonoeii.

byov-ska nexyia mooice cmamu nyoOniuHOM, 0COOAUBO 3AB05KU OHIAUH-
Gpopmamy. CnputiManu0o maxoi 1exyii WupoKum KoOJOM CAYyXadié CNpUsie HayKoBo-
NONYIAPHULL CMUTbL BUKIAOY MAMepiany NeKmopom, aKmueHe 8UKOPUCTAHHS CXeM,
epaghikie ma iHW020 CYYACHO20 MeOdiaKOHMEHMY, B0JI00IHHA OpPaAMOpPCLKUM
MUcmeymeoM.

Knrouosi cnosa: nexkyis, scanp, akaoemiyuna pumopuka, npe3enmayis, OHlaiiH-
gopmam, ouckycis, 83aEmMo0ist 3 AYOUMOPIEIO.
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Beryn. Purtopuyna KynbTypa OCOOHCTOCTI y CydacHOMY CYCHIJIBCTBI €
BKJIMBOIO PUCOIO TTpodecioHalia B COMIaNIbHIN, MOTITHYHIN, OCBITHIN 4n Oyab-sSKii
I cdepi. «Xmo 6onodic cnoeom, moi 60n00i€ c8imom», — TaK MOKEMO
O3HAYUTH BaXXJIMBICTh MOBJICHHEBUX KOMYHIKAI[il, BMIHHS JIIOJUHU CHIJIKYBaTHCA,
BUKJIAJIaTX BJIACHI JIyMKH, T[EPEKOHYBaTH W OyTHM AaKTUBHUM YYaCHUKOM
iHdopmaiiiiHoro mnpoctopy. CpOTOAHI MHCTELbKE BOJOMIHHS CJIOBOM, SK 1
MHUCTEUTBO TMEPEKOHAHHS, € HAMBAXUIMBIIIMMHU 1HCTPYMEHTAMHU camopeaizailii,
B3a€EMOJIIl, CIIBIIpalll Ta BHUPIMICHHS KOHMIIKTHUX cutyami. [{lum oOymoBiieHe
aKTMBHE BIPOBA/DKCHHS Y HaBYajbHI IUIAaHW TIATOTOBKM (haxiBI[IB TEPIIOroO
(6akamaBpchKOTO) 1 Apyroro (MaricTepchbKOro) piBHS Yy 3aKjajax BHINOI OCBITH
PUTOPUKO3HABYMX JUCUUIUITIH, 30KpemMa KypciB «Puropuka», «AkagemiyHa
putopukay, «IIpakTuana putopuka», «llegaroriuna putoprka» Ta iH.

VY KOHTEKCTI MIATOTOBKU MalOyTHIX Y4YWUTENIB METa BHUBUCHHS aKaJeMIYHOI
PUTOPUKH Mojsrae y (popMmyBaHHI (axiBIiB, SIKI BOJOAIIOTH: «(yHAaAMEHTaIbHUMU
3HAHHSAMH TEOPETHYHUX OCHOB PUTOPUKH Ta MPUHOMIB OpPaTOPCHKOTO MHCTEIITBA;
npodeciiHOI0 PUTOPUYHOIO KYyIBTYpOIO TIefarora; SKICHUM MOBJCHHSIM Ta
KOMYHIKAaTUBHOIO KOMIIETEHTHICTIO; TPAKTUYHUMU W METOJAMYHUMH HaBUYKAMU
MIITOTOBKM  OPaTOPCBKOTO TBOPY ¥ TPOBENEHHS MyOJIYHOTO BHUCTYIY 3
BUKOPUCTAaHHSAM IU(PPOBUX I1HCTPYMEHTIB Ta IHIIMX IHHOBALIMHUX TEXHOJOTIMH;
coco0aMu TepeKoHaHHAd U e(peKTUBHUMHU (opMamMu BIUIUBY Ha ayAUTOPIIO;
KPUTHUYHHUM 1 KpPEaTMBHUM MUCJIEHHSM, 3JaTHICTIO JO 1HHOBAIIMHOI JISJIBHOCTI Ta
caMOpo3BUTKY» [4]. B oOcCHOBI 1bOTro Kypcy — IHTErpaiisi Teopii Ta NpPaKTUKU
OpaTOPCHKOTO MHCTENTBA SIK MeEXaHi3M (OPMYBaHHS PUTOPUYHOI KYJIbTypH
CTYJIEHTIB Ta «PO3BUTKY Cy4aCHOI pUTOPUYHOI OCBITU B YKpaiHi 1 cBITI» [8, c. 88].

Bukiauky Hamoro yacy AMKTYIOTh 3MIHM W TpaHcopmalii B OCBITHbOMY
npoueci. JlucraHuiiiHe HaBYaHHS, SKE CTal0 albTEPHATUBHOIO (POPMOIO OCBITH
LIKOJISIPIB 1 CTYJEHTIB MiJl Yac MaHAeMil KOpOHaBipyCy, BIMfHM B YKpaiHi, CTaBUTh
CBOI BHMOTH TMepea meparoramu. llepeocMmucieHHS ¥ OHOBIEHHS TOTPEOYIOTH
3MICTOBI W METOAWYHI acMeKTH BUKJIAJAaHHSA PI3HUX IPEAMETIB, a HacaMIiepe.
aKaJIeMIYHOT PUTOPUKHU.

Mera craTTi. Y il cTarTi — aHaNI3 TEOPETUYHOTO Ta MPAKTHYHOTO ACIMEKTIB
CY4YacHOI JIEKIIi1 IK OCHOBHOTO aHPY aKaJeMIYHOI PUTOPUKHU, SIKUN Peai3y€eThCs SIK
B yMOBax ayAUTOPHOrO, Tak 1 JUCTaHLIMHOTO HaBuyaHHSA. B mom 3o0py —
MOPIBHSILHUYM aHaJi3 KJIACUYHOI Ta Cy4acHOi MoJieiel JIeKIii; 3MICTOB1 1 METOMYHI
OCOONMBOCTI JIEKIIIM, OHOBJCHHS ¥ TpaHchopMmarlii, MNPOJAUKTOBAHI 3alUTaMU
Cy4aCHOTO MOJIOZOTO TOKOJIHHSA ¥ onnaiH-(popmatom. HoBi dopmu komyHikarii
BUKJIaJlaya 1 CTYAEHTIB, aKTyajbHl B J00y i1H(MOpMAaIiiHUX TEXHOJOrH crnocoOu
BIUTUBY W TICPCKOHAHHS, y TMEPCIEKTHBI CIIOHYKAIOTh 30CEPEIUTH yBary i Ha
po3rsal  epeKTUBHUX THUMIB jAiajory 31 3700yBadyaMu  OCBITH, aHaJli30Bl
HETPAIUIIMHUX JIEKI[IWHUX 3aHSATh, OCMHCICHHI JIOUUIBHOCTI OHOBJIGHHS 1X
CTPYKTYpHU Ta BUKOPUCTAHHA LHU(PPOBUX IHCTPYMEHTIB 3 METOI Bi3yai3alii
HaBUYAJLHOTO MaTepially ¥ MOCUJICHHS BIUTMBY Ha CIIyXadiB.

AHaJi3 ocTaHHIX AocailKeHb i myOJikauii. Jlexiis sk xaHp akageMi4HOI
PUTOPUKH — TIPEAMET HAyKOBO-METOJUYHOTO OCMUCIICHHS YKpPaiHCBKUX Ta
3apyODKHUX JIOCHITHUKIB 1 MedaroriB-npakTukiB. Haitmepine, me ¢axiBii, sKi
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pPO3TISAAIOTh JIEKLII0 B KOHTEKCTl IHIIMX JKAaHPIB aKaJeMIYHOI PHUTOPHKH,
KOHCTaTytouu ii ocodmuBocTi. [[x. @mayepapro (J. Flowerdew) [10], JI. Mimnep (L.
Miller) [15], Bro Manasceka (V. Malavska) [14] aHami3yroTh CTPYKTYpY JICKIii, ii
XapaKTEpHI O3HAKU y MOPIBHSAHHI 3 1HIIMMH TUIIAMH MTUCHMOBOTO TEKCTY UM YCHOTO
nuckypey. lle Takok aBTOpH MiAPYYHUKIB 1 MOCIOHHMKIB 3 PUTOPUKO3HABUMX
JTUCLUILIIH, SK1, IK TIPaBUJIO, OTIMPAIOTHCS Ha KJIaCHYHE pO3YMIiHHS 1€l kaTeropii (B.
Bacunenko ta B. I'epman («Akagemiuda putopuka», Cymu, 2011) [2], H. CuBauyk,
[. Cuiryp ta O. CaniBchkuil («AkaaeMiuHa puTOpuKa», Ymanb, 2013) [7],
C.Ab6pamoBnu Ta M. YikapskoBa («Putopuka», JIeBiB, 2001) [1], H. Tony6
(«Putopuka y Bumiiit mkoii: MmoHorpadis» (Yepkacu, 2008) [3]).

['pyHTOBHIIIE ¥ 3 PI3HUX TOYOK 30pY JOCTIKYIOTH OCOOJMBOCTI JEKIi
HAyKOBIl, SIKI 3ayBaXylOTb JTUHAMIKy PO3BHUTKY IIbOTO 3>KaHPY, OCMHCIIOIOThH
MIAIPYHTA THUX UM IHIIUX TpaHcQopMaliid, HIYyKalOTh ULUISIXM MIJBHILIEHHS il
(yHKII0HATBHOI €()EKTUBHOCTI 3 OIJIsAly Ha BUMOTHM 4acy. JIekiiss € OCHOBHUM
npeameroM gociaipkenHs C. Xion (S.Hyon) [12], A. ®pinman 1 Mengeit (A.
Freedman & Medway) [11], A. C. baBapmri ta M. [x. Petidd (A. S. Bawarshi and
M. J. Reiff) [9] Ta inmmx npeacraBaukiB HoBux crymiii 3 putopuku (New Rhetoric
Studies).

BaxxnuBuM € menaroriyHMi JOCBIJ BUKJIAIa4iB-TIPAKTHKIB, SKI IMPOTOHYIOTh
METOIUYH1 PO3pOOKH 1 anpoOyIOTh HETPaIUIIiiHI (hOpMHU JISKITiH, HOB1 MIAXOIU 10 1X
noOy10BU Ta MPOBEJIEHHS, CTBOPIOIOTH IIAT(GOPMY AJI1 TCOPETUUHUX Y3araJlbHEHb.

BuxJjaa ocHoBHOro martepiaay. TpaauiiiiHO mij MOHATTAM «JISKIIs» (3 JaT.
lectio — «unTaHHI») IPUHHATO PO3YMITH «yCHUU MOCITIIOBHUI BUKJIA] MaTepiany Ha
MEBHY TEMY YU 3 MEBHOI mpobiemu» [6, c. 69], onHy 3 popM HaBUATBHUX 3aHATH Y
3aKjIaJax BHUIIOI OCBITHM YW I1HIIMX HaBYAJIBHUX 3akiamax. JIekiisa — 1e OCHOBHUM
KaHP aKaJEeMIYHOI PUTOPUKH, IEHTPAIbHUA PO3MOBHMI >KaHp Yy BUIIIHA OCBITI
€Bpomnu Ta 6araThox KpaiHax cBity [14, c¢. 57]. Tlopsa 3 UMKIOM JEKIIH HaJIEXKUTh,
sk BBaxkaroTh H. CuBauyk, I'. Carau, C. AGpamoBuu Ta M. YukapnoBa, 10
«BY31BCBKOT'O KPAaCHOMOBCTBa». Y KOHTEKCT1 Cy4aCHOi pUTOPUKHU, HA MOIO TYMKY, HE
MOXHa  OJTHO3HAYHO  KJacu(iKyBaTH KaHPU BY3IBCBKOTO Ta  IIKUIBHOTO
KPaCHOMOBCTBA, aJ[Ke >KaHp JIEeKIlil Ha0yBa€ 3HAYHOI TMOIMYJISPHOCTI ¥ 3a MeKaMu
3aKJIa/iB OCBITH, TaK Camo, K 1 BHUJO3MIHIOETCS CTPYKTypa Ta CHOCOOU BUKIAIy
JIEKIIITHOTO MaTepiany.

He3Bakatoun Ha Te, 110 Yy Cy4YyaCHUX 3aKjajJaXx OCBITH 1 JIOCI IIMPOKO
MPAKTUKYETHCA JICKIISl K OJUH 13 OCHOBHMX THIIIB 3aHATH, BIIPOJIOBK OCTAaHHBHOTO
JOECATUIITTS (DIKCYEMO TEHJEHLII BHUIO3MIHM I[LOTO aHPY. 3HAYHOIO MIPOKO 1I€
NOB’SI3aHO 31 CTPIMKMM PO3BUTKOM 1H(GOPMAILIMHOIO CyCHIIbCTBA, AKTUBHUM
BUKOPUCTAHHSM Me[lla, JOCTYIHICTIO 1H(OopMalli 3aBAsku Mepexi [HTepHer. [Hmum
YUHHUKOM TpaHchopmalliii € 3MiHAa MoOJeNl KOMYHIKalli BHUKIAJa4-CTYJEHT,
nepeopieHTaliss 3 MOHOJIOTIYHOTO BHKJIaAy Marepiagy Ha Alajor, MHOJIJIOr Ta
JUCKYCII0, TIOCTIMHHMI 3BOPOTHIM 3B’A30K. 3 OIUIAYy Ha 1€, BapTO PO3PI3HATU
KJIACUYHY JIEKIIiI0 Ta cydacHy. [lopiBHIEMO 1X O3HAKH.

Krnacnuyna mnexiisi 3aBXIW acoOIOBAJIacs 13 MOHOJOTIYHUM BHJIOM BUCTYITY.
Ile, sx mpaBuio, Oyn0 HAWOLIBII TMOBHE 1 OCHOBHE JiKepeno iHdopMarii s
cTynaeHTiB. Meta Takoi Jekiii — HagaTu ayauTopli LUTICHY, CHCTEMaTHU30BaHy,
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SAKOMOTa IIUPIIY 1HPOPMAIIIO 3 MEBHOI TEMH, Kypcy. 3BaXalo4y Ha Te€, IO JEKII10
OyJI0 TPUIHATO KOHCIEKTYBAaTH, BUKJIAJa4 HE 3aBKIW MaB 3MOTY MPUIUIMTH 4Yac
J1aJIOTIYHOMY CHUIKYBaHHIO UM 1IHT€paKTUBHINA B3aemoxii. CyyacHa JIEKIis Y HbOMY
w1adl 30BciM 1HIIA. CpOrogHl BakKjIWBa HE TaK [UIICHA 1 CHUCTEMATH4YHA [Ojaya
Marepiaiy, SK 3allikaBJeHHs 3700yBadiB OCBITH TEMOIO, MPOOJIEMOIO, SKY CIHiJ
BUBYMTH. BMIHHS BHUKJIMKATH 1HTEpeC y cliyXadiB, OakaHHS JI3HATHCS OLIbIIE Yy
pe3yJbTaTi CaMOCTIMHOTO ompalfoBaHHs iH(opMaIlii, OCMHUCICHHS 1i — KIIOYOBUHU
KOMITOHEHT METH Cyd4acHOi JIeKIlii, 0e3 peamizaiii sKoro mporec iHGOpMYyBaHHS
3IMIIAETHCS MajToepEeKTUBHUM. MOTHBOBaHI ¥ HUJIECTIPSIMOBaHI CTYACHTH MOCTIHHO
MpaIiolTh Haj Cco0O0I0 1 HaBITh MICHA 3aKiHYCHHS HaBYaHHS 3aiiMalOThCS
CaMOOCBITOI0, CAMOBIOCKOHAJICHHSIM.

3apa3 HeMae MOTpeOM KOHCTIEKTYBaTH JIEKINIO, a/pKe BCl Marepiald € B
€JICKTPOHHOMY BUTJISIII W TOCTYMHI ciyxadam. Llelf MOMEHT € BaXJIMBUM, /K€ i
yac JIEKIIi BHUKJIAQJady aKTUBHO B3a€EMOJI€ 31 CTYJIEHTaMH, JiajioriyHa ¢dopma
KOMyHIKalii crae npioputetHoro. H. CuBaduyk KOHCTaTye: «CydacHa BY31BChbKa
JIEKIisl — 1€ aKTMBHA CIIBTBOPYICThH JIEKTOpPA 1 aylUTOPii “IBOX CYO’€KTIB, 3 AKUX
KOXKEH € HOCIEM aKTHBHOCTI 1 iepeji0avae i (aKTUBHICTh) y CBOT MapTHEPIB™» [7]

VY 10CKOHATIOETHCS CUCTEMA Bi3yallizallii JeKIIMHOro Marepiany. Skio paHiiie
BUKOPUCTOBYBAJIM MPOCTY HAOYHICTH (TUIAKaTH YW MaIOHKU, rpadiku W CXeMH,
BIJITBOPEH] Ha JOWIIl), TO 3apa3 3a JOMOMOIoOl HMU(GPOBUX TEXHOJIOTIM MOXKHA HE
TUJTBKM BI3yali3yBaTd, a W 3MOJEIIOBaTH OyAb-sKUM MpoIlec, siBuie Toio. Lle He
JUIIe CTAaTUYHI KapTUHKW, a KUIbKaBUMIpHI MemiadopMmaTd 3 ayaio- Ta BiJeo
KOMIIOHEHTaMH, JIOMOBHEHOI pealbHICTIO. 3acoO0M HAOYHOCTI  TPAJUIIIHO
BUKOPHUCTOBYIOTHCS SIK YBHPA3HECHHS PO3YMIHHS 1 3alaM sSTOBYBaHHs Martepiaiy, a
TaKOX JIJIsl KEpYBaHHsI yBarow ayauTopii, ajge CydacHi MeJianpe3eHTalli BUKOHYIOTh
M 1HII (QyHKUII — CIOHYKAIOTh J0 aKTUBHOTO KPUTHUYHOIO M TBOPUYOTO MUCIECHHS,
IHTEpAaKTUBHOI B3a€MOJii, MOAANBIIOr0 TMOIIYKY I1HQOpMAaIli Ta CaMOPO3BUTKY.
JlucraHiiiine HaBYaHHS ¥ OHJIAH-(QOpMAT BIAKPUBAIOTH 1€ OUIbLIE MOXKIMBOCTEH
JUTSI TIpE3EHTAIliH, a JIEKIIis K )KaHpP MOTparuisie y moje Al TpaHCMEIIMHOT KYJIbTYpH.

Knacuana nekiiis — 1e JIeKIis, BUTOJIONIEHA B ayJuTOpii B pealbHOMY Yaci,
TOJI1 SIK CyYacCHY JIEKIIIF0 MOXHA MMPOYUTATH ¥ B OHJANH-(OpMAaTi YU 3aMpONOHYBATH
CTyJIGHTaM TMEPEerJISHYTH y 3alluci, y TOMY YHCIl ¥ 3 BKJIQJICHUMH 3aBJAHHSIMH,
BIIPABaMHU YU THIIMMH €JIEMEHTAMH 1HTEPAKTUBHOI B3a€EMOII.

CtpykTypa KJIaCHM4YHOI 1 Cy4acHOI JIEKI[li Ma€ OJHAKOBI CKJIQJOBi, 3BHYAIHO,
iXHsa peamizaiisi Ha TPAKTUIIl HOCUTH I1HAMBIAYaTbHO-CYO’ €KTUBHHI XapakTtep i1
3HAYHOIO MIPOI0 3aJIEKUTh BIJ KOMIETEHTHOCTI, MPOQECIHHOCTI W PUTOPUUHOI
MaCTEpHOCTI BUKJIaaya.

. Beryn. Etan, Ha sikomMy TpaAMI[iiHO JIEKTOP YU JEKTOPKAa O3BYUYYIOTh TEMY,
JAl0Th XapaKTEpUCTUKY MpodsiemMi YW mpoOjemMaM, pO3KPUBAIOTh CTYIIHb 1X
JOCIIJKEHHS, MPOMOHYIOTh CHHUCOK JpKepen. Peanmizyrounm MeTy cyyacHOl JIeKIii,
NPOTPECHBHI BHKJIaJadli Ha IIbOMY €Tallli aKTHBHO BHKOPHCTOBYIOTH METOIUKH
TEXHOJIOTiI PO3BUTKY KPUTHYHOTO MHCIEHHS. IX KITFOYOBHM 3aBJAHHAM TaKOXK €
peanizaiis (pyHKIIIOHATBHUX MOXJIMBOCTEH IIOTO CTPYKTYPHOTO €JIEMEeHTa JIEKIIi, a
came: «BCTaHOBJICHHS JICKI[IHHOT CTPYKTYPH Ta BBEJCHHS TeMH B KOHTEKCT» [17].



II. OcnoBHa yactuHa. Ha npomy erari TpaauiiiHO MOAAETHCA XapaKTePUCTHKA
npo0sieMU 3 PI3HUX TOYOK 30pY, TPAHCIIOIOTHCS MIPKYBaHHS PI3HUX JOCIITHHUKIB,
MIIKPECTIOETHCA HASBHICTH TEOpii, a JEKTOp YW JICKTOPKA BHUCIIOBIIOIOTH BIIACHY
HO3MIIIIO 1100 MopyiieHoro nutants. Sk BBaxarots C.Tomrcon (S. Thompson) [16]
ta k. Jli (J. Lee) [13], ycmimHOO JeKii€ro Oyae Ta, Ha SIKIH MPEACTaBICHO
BIIMOBIAHUN 3MICT MOTHMBOBAHIM ayauTOpii, BUTOJOIICHO IIIHHICHO HaBaHTaXXCH1
JTUCKYpCHU, B SKUX JIEKTOPM HE JHIIEe TMoAalTh iH(opMalio ayauropii, a
BUCJIOBIIIOIOTh CBOE CTABJICHHS Ta OIIHKY MaTepiajiB. OO0B’I3KOBUM €JIEMEHTOM IIi€l
YaCTUHU JIEKLIi € TpOCTIAKOBYBaHHS 3B’S3KIB Teopii 3 mpakTtukoro. Hampukian,
posrsnaoun Temy «KaskoTeparish» 31 CTyJeHTaMU MeIaroriyHuX CIeiabHOCTEH,
BUKJIaJ[a4 MPOTOHYE MEPETISIHYTH (parMeHTH BiJ€O, 03HAHOMUTHUCS 13 KOHCIIEKTOM
TaKOTO 3aHATTS 1 CHUIBHO 3’CYBaTH, SKHUM YMHOM BiTOYBa€ThCS peanizallis I[bOro
MeTOAY POOOTH 3 AITbMH Y MPAKTUYHIN JISJIHOCTI BUUTEIS UM JIOTOIE/1a.

III. 3akmroyna uvactuHa. Ha 1npboMy erami JeKIli TpaguliiHO BHKJIagadi
M1JIBOJIATH MIJICYMKH, JalOTh BIAMOBI1I HA TUTAHHS CTYACHTIB, SIKI BHUKJIM Y MPOLeci
3aHATTS, PEKOMEHIYIOTH JDKEpeNa Il CaMOCTIHHOTO OIpaIlfoBaHHS J0JIaTKOBOTO
matepiany 3 Temu. CydacHi JEKIi, SK TpaBUIO, 3aKIHYYIOThCS pedIeKciero —
MIPKYBaHHSIM 1 CaMOCITOCTEPEKEHHSAM, fK1 3a0€3MeUyI0Th CUCTEMATHU3AaIlll0 3HaHb 1
YCBIJJOMJICHHSI IXHBOT'O 3HA4YEHHS CTyneHTamu. lle, 3a3BU4Yail, OHTOJIOTTYHHUIA THIT
pediiekcii B HaBYaHHI, SIKUM TTOB’S3aHUM 31 3MICTOM IMPEAMETHUX 3HaHb, aje 1HO/II
JIEKTOPH MPAKTUKYIOTh ¥ MCUXOJIOTTYHUM, CIPSIMOBAHUN Ha CaMOITI3HAHHS Ta aHaji3
BJIACHOI AisuTbHOCTI. Pediekcist sik iHCTpyMeHTaIbHuM 3acid oprasizaiiii 3aKJII0YHOTO
eTamny JIKLIi cupsiMOBaHa K Ha (PIKCYBaHHS PEe3yJbTaTiB 3400yTHX 3HAHb 1 JOCBITY,
TaK 1 Ha MiABUILECHHS €(EKTUBHOCTI MOAAIBINOL JAiSTIBHOCTI CTyAeHTIB. L{iI acrekTu
chopMynbOBaHI B y3araJbHEHOMY  BHM3HAU€HHI  MOHATTA  «pediekcisy,
3anponoHoBaHoMy O. Kynuk: «B negarorimi peQuekcis — e poJ0Be MOHATTS JUIs Ti€l
IHTEJIEKTYaJIbHOI Ta €MOIINHOI JISUIBHOCTI, B SIKIA 1HJIUBIJ OCMUCIIOE CBIM JOCBIJ 3
METOI0 MTPUITH 10 HOBOTO PO3YMIHHS Ta LIHHICHUX BITHOCUHY [5, C. 4].

3MICTOBE HAMOBHEHHS JICKIlI OOyMOBIIOE METOIM W CIOcoOM Tojaadi
MaTtepiany, a Ti, B CBOIO 4Yepry, MiJICHIIOITh a00 3HUXKYIOTh ii (DYHKI[IOHATbHUN
noTeHmian. BaxiauBy posib y cydacHId JIeKIli BiJirpae Bi3yaiizallis, ska
CYNpOBOKYE JeKiito. B yMoBax onnaiiH-bopmaTy MyJIbTUMENIMHI TMPE3eHTaIlll],
BiJICOKOHTEHT € HEBiJI’€MHUM KOMITOHEHTOM JIeKIlii. JocTym 1m0 iHTepHeT-pecypciB
7A€ MOYJIMBICTh TIPE3EHTYBATH HE TUTBKH IMOIMEPEIHBO MIATOTOBIEHI MaTepiaid, a i
Bi3yalli3yBaTH HAOYHWMHM TMPUKIAJAMU Ti MPOIECH UM SBUINA, TIPO SIKUX BEIETHCS
MOBa 1 X011 0OTOBOPEHHSI.

VY Tabnuill nogaeMo pe3ysabTaTu MOPIBHSJIBHOIO aHajli3y KJIACUYHOI 1 CydacHOT
JIEK1 SIK KaHpy akajaeMiuHoi puropuku (Tadm. 1).

O3Haku Knacuuna nexuis CyuacHa JIeKIlis
3micT Haii6inb1m moBHE 1 OCHOBHE Opnne 13 mKepen
JpKepeno iHGopMarlii 1Jid CTYyIEeHTIB iH(popMmarii.

Merta HaJaTH ayJauTOpii MUTICHY, Ba)KJIMBA HE TaK IILTiCHA
CHCTEMaTHU30BaHy, IKOMOTa MIUPIITY 1 cucTeMaTu4Ha rmojaya
1H(opMaIliro 3 TeBHOI TEMHU, KypCy Marepiany, K 3aIliKaBiICHHS

3100yBaviB OCBITH TEMOIO,
po6JIEMOI0, SIKY CJIiJl BUBUUTH




[ToOynoga, Beryn. OcHoBHa yacTuHa. Beryn. OcHoBHa
CKJIAIOBI 3aKiIr0yHa yacTHUHA. yacTuHa. Peduekcis.
€JIeMEHTH

Buximan Y cHUIA, TTOCITIIOBHHM, B PEATTBHOMY VY cHuUi, 1OCaiI0BHUN, B
qaci. peasibHOMY Yaci abo y 3amuci.
Crioci6 Bukmamy [TepeBaskHO MOHOJIOTIYHUI Hianoriuyaui,
Marepiainy i IHTepaKTUBHUH, SIKUN
B33a€MOJIT 3 nepeadavae aKTUBHUHN 3B’ 130K
ayJIUTOPIEIO 3 ayJAUTOPIEIO.
CripuitHaTTS CrnyxaHHs 1 KOHCIIEKTYBaHHSI. CnyxaHHns,
PO3IJISIaHHS 1 aKTUBHE
00rOBOPEHHS; HOTATKU

Moga JIOCTYIHICTB Ta 3p03yMiJIiCTh MOBIICHHSI, TOSICHEHHSI BAKOPHCTaHUX
HOBHX TE€PMiHIB Ta MOHSAThH
3acobu kepyBaHHS [TpocTta HaOYHICTH (TUTAKATH YU KinbkaBumipHi memia
YBaror ayAuTopii | MaJrOHKH, rpadikd i cXeMH, BiATBOPEHi Ha ¢dbopmaru 3 ayzio- Ta Bieo
JIOTIIIIi ) KOMIIOHEHTaMH, JIOTIOBHEHOIO

peanbHICTIO; Bi3yami3amis i
MO/ICITFOBAaHHS TIPOIIECIB Ta
SIBHII] 32 TOTIOMOTOI0
M (GPOBUX TEXHOJIOTIH

®opmar Buronomenns nekuii B aynutopii Buronomenns nekuii
nepes CTyJeHTaMH B peaJlbHOMY Yaci HE TUIbKH B ayAUTODIi, a i B
OHJIAMH-(pOpMaTi 5K B
peanbHOMY Yaci (CHHXpOHHA
B3a€EMO/IIS), TaK 1 B 3aIKCI
(acMHXpOHHA B3a€MO/1if)

Xapakrep AKTHBHA poJIb IOTIOBiAaya 1 AKTHBHUM,
3BOPOTHOI'O 371€01IbIIOT0 NMAaCUBHA POJIb CITyXadiB, 3/1e01TBIIOT0 HEeraHui
3B’ SI3KY B1JIKJIAZICHUI 3BOPOTHUM 3B’ SI30K 3BOPOTHHUH 3B’ S30K
Tabauysa 1. Knacuuna i cyuacna mooeni nekyii K HCaupy akademiuHoi

PUMOPUKU.

He3MiHHMMEU O3HaKaMu JIEKIIi SIK JKaHPYy aKaJeMIYHOI PUTOPUKH € YITKICTh 1
MOCJIIOBHICTh BUKJIAAY; JOCTYMHICTh Ta 3PO3YMUIICTb MOBJICHHS, IOSICHEHHS
BUKOPUCTAHUX HOBUX TEPMIHIB Ta MOHATH. JIEK1Id — 1€ meaaroriunuii sxanp. Koxen
JIEKTOP yCBIAOMITIOE crielu(iKy HaBYaHHS 1 BJacH1 (PyHKIIIT y MpoLieci BUTOJIOIICHHS
nekui. CTpyKTyporo 1 3MICTOBUM HAlOBHEHHSIM JIEKIIii, SIK MpaBujIo, rnepeadadeHo,
IO CBifl BUCTYN JIEKTOp 4YM JIEKTOpKa OyAylOThb Ha TEKCTaxX IHIIUX aBTOPIB,
BUOYIOBYIOUM BJIACHUM OpUriHaIbHUM JUCKypc. Ilpu 1poMy iXHIM 3aBIaHHSIMH €:
omnucatd OO0’€KTH, IOHSTTSA, KOHLEMIII 4 moxli B IXHIM CTaTHULI Ta JUHAMILI;
dbopMyBaTH IUTICHI YSBJICHHS MPO SBUINA, PO3MOBIAATH MPO HUX 3 BIIITBOPEHHSIM
MOCJIIOBHOCTI MOl Ta iX TMOETAmHOCTI; PO3MIPKOBYBaTH HaJ MPOOJIEMOI0 3
aHaJII30M ii IPUYMH Ta HAKPECIECHHSIM MOXJIMBHUX IUISAX1B BUPILICHHS; MOSCHIOBATH,
0OTOBOpIOBATH, apTyMEHTYBAaTH, WCKYTYyBaTH, IMOPIBHIOBAaTH, POOUTH BUCHOBKU;
OpraHi3OByBaTH Ta KE€PYBATH KOMYHIKAaTUBHUMU IMPOILIECAMH B3a€MOJIi B ayJIUTOPIi.
3BHUYaiiHO, pealtizallis UX 3aBJaHb 3HAYHOI MIPOIO 3aJIeKaTh BiJ 3MICTY, METH U
TUITY JIEKI[li, MalicTepHOCTI i 0013HAHOCTI JIEKTOpa, HOTO OpPaTOPChKUX 310HOCTEH,
MOBJICHHS.

Cporoani TpaauIliiHy KiacugiKaIiro JEKIIH TOMOBHIOIOTh HOBI BUIU:
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- BCTYNMHI ¥ MIACYMKOBI (3aJIE)KHO BiJ MICIS JIEKIIi y MUK HAaBYAJILHOTO
KypCy — Ha TIOYaTKy YH B KiHIII);

- OrJIA10BI (MMOKJIMKAHI 1aTH 3arajibHe YSBIICHHS PO KiJIbKa OOUIMPHUX TEM);

- HACTAHOBY1, OpJMHApHI a00 TeMaTW4Hi (B SKUX IOCIIJOBHO BHKJIAIAETHCS
HaBYAJILHUI MaTepian);

-npobieMHi  (moOygoBaHI Ha OCHOBI MPOOJIEMHUX CHUTyallli Ta iX
00TOBOPEHHS, MOITYKIB IIJIAXIB BUPIIIEHHS, TUCKYCil Ta CyNepevoK);

- MOHOJIOT'YHI ¥ Aianoriudi (Jekiii-oecian);

- OYH1 JIEKI[T Ta OHJIAH-JIEKI].

Hezanexuno Bin dhopmary HaBuaHHSA (odyiaiiH 4M OHJIAWH) 3yCHILIS JIEKTOPIB
CIpsSIMOBaHI Ha aKTUBHE CHPUUHATTS MaTeplany CTyAeHTaMu. € MEeBHI MPUIOMH, SIKi
3aNUIIAI0ThCs €PEKTUBHUMHU B KJIACHUHIN Ta CydacHid Mojaensx yekuii. Hanpuknan,
IpOGIEeMHN BUKIIQM TeMH. Voro cyTh monsrae B TOMY, IO BHKJIAgad IPOIOHYE
pI3HI TOYKH 30py, HaBIThb KapAMHAIBHO MPOTUIIEKHI, HA MPOOJIEMYy YU TEMY, SKa
PO3TISIAETHCA, ajle MPU I[bOMY HE Ja€ TOTOBUX OIIHOK XOAHOI 3 mo3umii. Ile
CTIIOHYKa€ CIyXadiB A0 BHOOPY MEBHOI TOYKH 30pYy W apryMEHTOBAHOTO MOSCHEHHS
BJIACHUX TOTJISI/IIB, TOOTO JIO PO3yMOBOi aKTUBHOCTI, TIOIIYKY ¥ CAMOBU3HAYEHHS.

CyuacHa Jnekuisi He mnepeadadae poO3JIOrOro KOHCHEKTYBAaHHS, XOY JAEsKl
BUKJIaJIayl MIPAKTUKYIOTh CKJIAJaHHs MJIaHy UM Te3 MPOCIyXaHo1 JEKIIii, 3aucyBaHHs
HOBUX MOHSATH 1 TepMiHiB. [lomynspHOCTI HAOyBalOTh XPOHOJIOTIYHI TaOIUIll, CXEMH,
rpadiky, 1HTEICKT-KapTH, SIKI MOXHA CTBOPIOBAaTH 3a JIOMOMOTOI0 IU(POBUX
IHCTPYMEHTIB 1HAMBIAYaJbHO UM MPAIIOIOYN Y TPYIll, CAMOCTIMHO 4YM 3 BUKJIAJa4ueM.
CyuvacHa JIeKIisi — NPUKIaJl «IHTEPIMCKYPCUBHOCTI» (TepMiH M. @yKo) 1 BUMarae Bijl
CTYJIEHTIB OLIbII CKJIAJHOrO Tpouecy oO0poOku iHpopmaiii. BoHM mMOBHUHHI
OJTHOYACHO CITyXaTH JIOMOBi/Iaua, CTEKUTH 32 TPOMOBOIO 1 pOOUTH HOTATKH, YATATH 3
eKpaHa, cpuitmMatu iHGOpMaIlilo 3 ay/110- YU B1JIE,0, @ TAKOXK aKTUBHO B3aEMOJISTH 3
BHUKJIaJa4eM Ta MI’K COO0I0.

3BOpPOTHIN 3B’S30K 3 AyJUTOPIEI0 TPATULIAHO 3a0€3MeUylOTh IHTEPAKTHBHI
METOJIMKH. BITBIIICTh 3 HUX MOXKHA MPAKTUKYBATH 1 B OHNIaiH-popMarti. Harpukian,
Mo3KkoBHM mTypMm, Pomamika biayma, IllicTe kamentoxiB, cBOT-aHalli3, TPOHYBaHHS,
nepeBo pimenb Ta 1H. He3MiHHO edekTUBHMM 3aco00M YTpUMYBaHHS yBaru
ayJIMTOPIl MiJl Yac JEKIlii € KOPOTKI acoliaTUBHI BIACTYIH, MPUKIAAN KUTTS, TYMOD,
(dbparMeHTH HEBUMYIICHOT OCCIIH.

PiznomaniTHI popMu Aianory 3i ciyxadyaMu — M€ OJJUH YMHHUK 3alllKaBICHHS
Ta aKTUBHOCTI ayautopii. CydacHl JIEKTOpH MPAKTUKYIOTh JIEKIIi-KOJOKBIyMH,
JTUCKYCli, IUCIYTH, OKC(HOPACHKI Je0aTH, aKTUBHO BUKOPUCTOBYIOTH MNPUHOMH
KOJEKTUBHOIO OOrOBOPEHHS YM YCHOI peuleH3ii, BiAryky. Taki mipKaHpu
aKaJeMiqHO1 PUTOPUKH JIETKO pealli3yBaTH, KOJIM CTYJCHTH UM cllyXadi 100pe 3HaI0Th
Marepiall, 31aTHI apryMEHTYBaTH BJIACHI MOTJIAIM Ha MpoOJeMy, OMHUPaAIOYKUCh Ha
MIDKYBaHHSI 3HAHMX HAYKOBIIB Ta (axiBiiB. He MeHII BaxJIHBOIO € KyJIbTypa
HAyKOBOI KOMYHIKallii, BMiHHSI BECTHU J1aJ10T, TOTPUMYIOUHUCh €ETUYHUX HOPM.

3ayBaXUMO, 110 JIESAK] 3 MUX MIABUAIB aKaJeMIYHOTO MUChMa MAIOTh MACEMHI
aHAJIOTHU: YCHa-pEreH31s — MIChMOBA PEIeH31s1, HayKOBa JOMOBIIb — T€3W YU CTATTS,
JTUCKYCisE — TIoJieMiuHa cTarTs Tommo. OaHak, TUTBKM YCHE BUTOJIOIIEHHS JIEKIIii,
IPOMOBHU 4u Oe3MmocepeHsl y4acTb y JUCKYCIi JalOTh MOXJIMBICTH MPE3EHTYBAaTH
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CBOIO MO3MI[I}0, BUKOPUCTOBYIOUM HE TUIbKM BepOasbHi, a W HeBepOasibHI 3aco0u
KOMYHIKaIlii.

Jlexuis, SIK >KaHp aKaJEMiuHOI PUTOPUKH, SK MPABUIO, € €JIEMEHTOM IUKITY
JIEKIiH 3 TeBHOT TEMU Y 3arajoM HaBYAIbHOI AUCUUILIIHY. IX MOEIHAHHSA B €JUHY
cucTteMy 3a0e3MeuyloTh  3arajbHOJAMJAKTHYHI MPUHIUIKA JIOTIYHOTO BUKJIATY
Marepiaiy, MOCTYIMOBOCTI ¥ JI030BaHOCTI HaBYaHHs (BCTYIIHI, OTJISIIOBI, TeMaTUYHI,
y3arajbHIOI041 TOIIO).

OmnunaitH-popMat cydacHOT JIEKI[iT 3HaYHO MiJICUIIUB TEHACHIIIO0 IEPETBOPEHHS
OyIb-sIKOi BY31BCHKOI JIEKIIi y MyOIi4Hy HAyKOBO-MOMYJISIpHY JieKIit0. ChbOroiHI MU
MOXKEMO CTaTH cllyXadamH JIeKIId MpoBiTHUX (axiBIiB 3 OyIb-sSKUX Traiy3ed He
TIIBKKA CBO€1 KpaiHW, a ¥ minoro cBiTy. I Tak camo Oyap-XTO 3 BUKIAJadiB MOXKE
mMyOJIIYHO TOMIUPHUTH JIIHK HA TPHUETHAHHSA 1O CBOEI OHJIAWH-JIEKIIl Mg Yac ii
MPOBEJICHHSI YW TPAHCJIIOBATH ii OHJAWH a00 3aBAaHTAKUTHU y 3aIMCl Ha CHEIiaibHI
caliTh 4u y comMepexi. TakuM YHMHOM JIEKIil BUXOISTh 32 MEXI aKaJIeMIYHUX
YCTaHOB 4u 00’€HAaHb, a HAyKa CTA€ JOCTYIMHOIO 1 MOMYJISIPHOIO CEpe]l MIUPIIUX Mac
HaceneHHs. Sk cTBepmxkytorh C. AOpamoBuu 1 M. YikapboBa, MOYATKH LIBOTO
nporuecy csaraioTb XIX CTOMITTS, KOJIM BiJIBIIYBaHHS 3aHATh B YHIBEPCUTETI OYJI0
BUTBHUM 1 JIEKIIi TMPOBIAHUX (haxXiBIliB, TAJTAHOBUTHX OPATOPIB CIyXajao IIMPOKE
KOJIO 3alliKaBJIEHUX O0cCi0 He TIIBKH 3 YMCla CTYAEHTIB. 3 Jpyroi mojoBuHH XIX
CTOJNITTS «BUYCHI BXKE CICIIAIbHO YHTAIOTh JIEKIli JJI1 IIUPOKOI ayauTopii,
BUHUKAIOTh HAyKOBO-TIOMYJISIpHI Jiektii» [1, ¢. 112].

CydacHa nekinisi — 11e 1HTepaKTUBHA, KOHTEKCTyallbHa, CUTyaTHBHA Ta MEBHOIO
MIpOIO IMIIPOBI3alliiiHa AMHAMIYHA AiSUIBHICTh YYAaCHUKIB OCBITHBOTO mporecy. Llei
XKaHp TpaHcPopMyBaBCs 3 OJHOCTOPOHHBOI JIEKIIMHOT TPOMOBH, SKa TEpeaac
3HaHHS, B IHTEPAKTUBHMM Ta  KOHCTPYKTMBHHMU [d1aJIOT, IHTEPTEKCTyalbHy Ta
MDKIUCUUIUTIHAPHY KOMYHIKalito. TyT TO€IHamucs pi3HI KaHPU PO3MOBHOTO 1
MUCEMHOTO PETICTPiB, IPUHOMU TPATULIMHUX JISKI[IA Ta CEMIHAPIB 13 MOMKIUBOCTIMHU
npe3eHTaiii 3acobamu I'T-TexHosorii.

BucnoBku. JIekIris sk jkaHp akajeMiqyHOI PUTOPUKU TepeOyBa€e y MOCTIHHOMY
po3BUTKY Ta TpaHchopmalisx. CydacHa il Moaenb BIJIPI3HAETHCS BiJ KIACHYHOT
3MICTOBUM HAINOBHEHHSIM CTPYKTYPHHUX €JEMEHTIB, METOI0, (OpMaTOM, CIOCOOOM
BUKJIaJly MaTepiaixy Ta B3aeMojii 3 ayauTopiero. CbOro/iHI 4acTiilie BUKOPUCTOBYIOTh
IHTEpPaKTHUBHI METOJIMKH ¥ JiajoriyHl TUIIKM KoMyHikarlii, a [T-Texnomorii Ta mudposi
IHCTpyMEeHTH 3a0e3MeuyioTh BHCOKY SKICTh Bizyamizamii iH@opmarii. CydacHi
JICKTOPHU MPAKTUKYIOTh JIEKI[I1-KOJIOKBIYMH, AUCKYCIi, JUCITYyTH, OKCPOPACHKI Ae0aTH,
AKTUBHO BUKOPUCTOBYIOTh MPUHOMU KOJIEKTUBHOTO OOTOBOPEHHS YU YCHOI peleH3ii,
BIJITYKY.

bynp-sxa nexiiss Moke cTaTH NyOJIYHOI, OCOOJMBO 3aBISKHA OHJIAH-
dopmary. CrnpuilMaHHIO TaKoi JIEKIi IMUPOKUM KOJIOM CIyXayiB CIPHUSi€ HAYKOBO-
MOMYJIAPHUN CTUJIb BHKJIANy Marepially JEKTOPOM, aKTHMBHE BUKOPHUCTAHHS CXEM,
rpadikiB Ta 1HIIONO CYYaCHOTO MEIIaKOHTEHTY, BOJIOJIHHS OpPaTOPCHKUM
MUCTEITBOM.

[lepcriekTHBOIO € eMIipUYHe IOCTIIKEeHHS e()EeKTHMBHOCTI Cy4acHOi Moenl
JIeKI1{, BU3HAYEHHS ONTUMATIbHOTO 3MICTOBOTO i METOAWYHOTO (popMaTy peasizarii
(GYHKITIOHATBFHOTO MOTEHITIATY KOKHOTO CTPYKTYPHOTO €JIeMEHTA.
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Kachak T., Krul L.& Lytvyn N. The lecture as the main genre of academic
rhetoric: comparison of classic and modern models

The article is an analysis of theoretical and practical aspects of the modern
lecture as the main genre of academic rhetoric, which is implemented both in
classroom and distance learning. In the field of vision - a comparative analysis of
classical and modern lecture models; content and methodical features of lectures,
updates and transformations dictated by the demands of the modern young
generation and the online format.

The lecture is the main genre of academic rhetoric, the central conversational
genre in higher education in Europe and many countries of the world, which is in
constant development and transformation. Its modern model differs from the classic
one in terms of content of structural elements, purpose, format, method of
presentation of material and interaction with the audience. Today, interactive
methods and dialogic types of communication are more frequently used, as IT and
digital tools ensure high quality information visualization. Modern lecturers practice
lectures-colloquiums, discussions, debates, Oxford debates, actively use the
techniques of collective discussion or oral review, and feedback.

A modern lecture is an interactive, contextual, situational and, to some extent,
improvisational dynamic activity of participants in the educational process. This
genre has transformed from a one-sided lecture speech that conveys knowledge to an
interactive and constructive dialogue, intertextual and interdisciplinary
communication. Different genres of spoken and written registers, techniques of
traditional lectures and seminars combined with the possibilities of presentations by
means of IT are combined here.

Any lecture can become public, especially due to the online format. The
perception of such a lecture by a wide range of listeners is facilitated by the popular
scientific style of material presentation by the lecturer, the active use of diagrams,
graphs and other modern media content, mastery of the art of oratory.

Key words: lecture, genre, academic rhetoric, presentation, online format.
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JIECH BEJIEN

MUCTENTBO IEPEKOHYBATH
06.11.2020, 13:05

OpuriHai cTaTTi HAAPYKOBAHO Ha CalTi YKPaiHChKOTO KPU30BOTO MeAia-IIeHTPY:
https://uacrisis.org/uk/mystetstvo-perekonuvaty

[TepcBa3uBHICTh, TOOTO TIEPEKOHJIMBICTh — 1€ KIOYOBA puca BAATIOI
KOMyHiKarlii. BoHa JeXuTh B OCHOBI HayKW, IOJITHKH, TOPTIBIi, TUIIJIOMATII,
Mpomaranjy, MPOMOBIAHUITBA Ta 1H(OPMALIMHUX TEXHOJOTIH y MIMPOKOMY CEHCI
I[HOTO CIIOBA.

[Ile ApucroTenb 0OIpyHTYBaB HEOOXIIHICTh MEPCBA3UBHOCTI, HABIBIIA YOTHPU
MIPUYHHHA:

1. IlpaBna 1 cipaBeiIUBICTh — 1/1€aJIbHI; aJie AKIIO0 BOHU MPOTParoTh, TO LI€ BUHA
iXHBOTO 3aXMCHUKA.

2. IlepcBa3uBHICTh — HAWKpaAITUi THCTPYMEHT OCBITH.

3. MaiicTep puUTOpUKH MOBUHEH 3HATH, SIK cliepedatucs 3 o0omMa CTOpOHaMH,
100 Kpare 3po3yMiTH MpoodJIeMy Ta BCl MOXKIIMBOCTI ii BUPIIICHHS.

4. 1le Halikpammii crocid caMmo3axucry.

ApucroTesniBcbka MOJIEIb IEPCBA3UBHOCTI CTOITh HA TPHOX KUTAX:

1. EToc — aBTOPUTETHICTh TOT'0, XTO MEPEKOHYE (CTaTyC, AOCBiA, MaliCTEPHICTH,
0013HAHICTB).

2. ITaroc — anentoBaHHS A0 EMOLIN ayIUTOPIi.

3. Jloroc — BUKOpPHUCTaHHS JIOTIYHOTO JIOBEJIEHHA. YC1 TPU ACMEKTH aKTHBHO
BUKOPUCTOBYBAJIKCS 3 YaciB ApUCTOTENS 1 JOHHHI.

Ha ixHiif OCHOBI BUTIIPAIIbOBYBAJIA Pi3HI MEPCBA3UBHI IHCTPYMEHTH Ta MPUHOMH.
Ocp HaMroMOBHIIII:

BIJ ITPOBJIEMU 0O PILIEHHA

3aranpHa cxema IepcBas3ii MOBHHHA BUIJISAATH Tak: (OPMYJIOBAHHS 1 OIHKC
npoOnemu, amrutigikailis ii acmekTiB Ta mpomo3uiis BupimenHs. [lig dac
amruridikamii, TOOTO TIACWICHHS TNPOOJIEMH, BaXKIMBO pPYXaTUCS B MEHII
BKJIMBUX/TIPOCTIIIMX ACTIEKTIB J0 BKJIMBIITUX/CKIIQTHIIIHX.

[TOBTOPEHHA

[ToBTOpenHs iHpopMmalli — e KIOYOBUM MNPUHOM MEPEKOHYBaHHS. 3BICHO,
MOBTOPIOBAaTH MOKHA MO-pi3HOMY. SKIIO nepedpa3zoByBaTH 1 MOKa3yBaTU apryMEHT
13 pi3HUX OOKIB, MAKPITUIIOKY1 BIIMOBIAHUMU IIUTATaMU, TO 11€ BAAJI€ 3aCTOCYBaHHS.

[MTOSCHEHHA

HaBenennst npuuuH (HaBiTh SIKIIO BOHM HECYTTEBI) 3HAYHO €(EKTUBHILIE
MEPEKOHY€E, HIK IXHSA BIACYTHICTh. CJOBa «TOMY WIO», «OCKUIbKHY», «00» MaroTh
BEJIMKY IEpPCBa3MBHY CHIy. J[OIIIbHO BUKOPUCTOBYBATH (DakTH, HaHi, Marepianu
JOCIIKEHb, AHAUTITUYHY 1H(GOPMAITIFO.

[MOCJIIJOBHICTb
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[locnigoBHicTh y BuKIaAl iH(poOpMamii — AyKe Ba)xJMBa SKICTb. [geThcs mpo
HABEJICHHS PI3HUX JOKa3iB, SIKI MiJKPIILIIOIOTh OJWH OJHOTO, BUILIMBAIOTH OJIUH 3
OJTHOTO 1 HE cymepeyaTh OJWH OJHOMY. L SKICTh CBIAYMTH MPO PAlliOHATBHICTD,
JIOIJIBHICTE 1 CTAOLIBHICTb.

COLIAJIBHA TIIATPUMKA

JIronuHa YacTo 3BIPAETBHCS Yy CBOIX Miax 13 cormiymom. Ilim yac yxBajeHHS
pIIlIEHHs] BOHA 3Ba)XXy€, YW COIiyM Ou Horo cxBanuB. lle moxke Oyru abo cramgHe
I1JIKOPEHHsI BOJII OLTBIIOCTI, a00 YIIOBAaHHS HAa JyMKY aBTOPHUTETIB, a00 MOKJIMKAHHS
Ha JIroJIel 3 moaiOHUM A0cBioM. L1 Tpu HampsMU MOYKHA BM1JI0 BUKOPUCTATH.

ITOPIBHAHHA

Metadopu, NOpIBHAHHA Ta aHAJOTIi YacTO BHKOPUCTOBYIOTHCA B XYHOXKHIN
miteparypi. llpoBeaeHHs aHajorii 3 4YMMOCh, IO aBAUTOPIS  BBaXKae
MPaBJOI0/ICTUHOIO — 1yK€ €(PEKTUBHUIN 1THCTPYMEHT.

PE3OHYBAHHS 3 EMOLISIMU

VY Bcix € npo6JiemMu, SIKIIO YBIATH 3 HUMH B PE30HAHC 1 MIOKA3aTH, 110 TH 3HAEII,
saK OyTH B Takii mikipi (rimOoke po3yMiHHSI, €MIIaTis), IEPEKOHYBaTH OyJle 3HaYHO
JIeT1e.

I[MTPOI'HO3YBAHHAA

BaxnuBo poOuTy meBHI mependadeHHs 100 MailOyTHBOTO, JO YOTO MOXKE
IOpU3BECTH HasBHUM cTaH crpaB. JlJig 1IbOro JOLIBHO 3aCTOCOBYBATH JIOTIYHI Ta
MOCJTIJTOBH1 JJOKa3H.

BUOKPEMJIEHHA

CoulyM Mae€ 34aTHICTh 1O MOAULY Ha Pi3HI Tpynu. AIMNETOYH 0 MEBHOI
aBIUTOPIi, CIIIJI BpaxyBaTH, 3 SIKOIO IPYNOI0 BOHA cebe acolliioe, 1 OUTH Ha 1€ B
aprymenTauii. Maiikn [lopt Buaiisse 4OTUPU NEPCHEKTUBH, 3 SIKUX COLIAJIbHI TPYIHU
CIPUIIMAIOTh CBIT: (piHAHCOBA, EMOILIiiHa, TyXOBHA, (Di3NYHA.

CIIPOCTYBAHHA 3AKU/IB

[ToTpiOHO Hamepen MPOKOMEHTYBATH BC1 MOXJIMBI 3aKW[H, 1100 00€330poiTu
OTIOHEHTIB.

PUTOPUYHI INTAHHA

Puropuuni nuTaHHS TPUBEPTAIOTH yBary. ABAUTOPII IIKaBO, SIK caMe TOH, XTO
[OCTAaBUB NMUTAHHS, HOr0 IPOKOMEHTYE.

I[MEPEBUIBIIIEHH A

[3 1muMm iHCTpyMeHTOM Tpeba mOBOAUTHUCA 00auHO. SKIO BXHBAIOTHCS
CymnepiaTUBU, Ha KINTAIT, «HAUOUTBITNN, HAWKpaIIui, JIACPChbKUN 1 T.11.», 0axaHO
HaBECTH JIOKa3H.

[TPUPOAHICTD

BaxnuBo 30epiraTu MNpPUPOIHICT MOBHM, HE CKOUYBaTUCA B HaIMIPHY
TEPMIHOJIOT1I0, KAHLIEJIAPUT Ta 1HUI KpaiHOoCTI. [IpupoaHicTs MOBU CTBOpIOE edeKT
0JIM3BKOCTI, X04a TAKOXK BXXJIMBO HE BIAJATH B 3aiiBY (DaMUIbSIPHICTb.

OINIOBIJb ICTOPII

Ile#i iHCTpyMEHT Ma€ BHCOKHH TEpCBa3MBHUM ToTeHmial. JIroAchka Tcuxika
Kpale CIpHuiiMae CIOKETHICTh 1 JIIOOUTh aHaI3yBaTu 4yXHil 1ocBiA. [HaMBinyanbHi
icTopii Hallkpaile MiAiiIyTh, SKIIO aBAUTOPIS HE 3HAE HIUOTO MpO mpodiemy adbo
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AKIIO HIKOJM HE 3aayMyBajacs Haj i BUpiIIeHHSIM. | HaBmaku, icTopii HeeeKTUBHI,
AKIIO aBAUTOPISI ITUOOKO 3aHypeHa B MPOOJIEMATHKY.

**% [HCTpyMEHTH MEPCBAa3HMBHOCTI — Iie, MEPEOBCIM, IHCTPYMEHTH, TOOTO iX
MO’KHA 3aCTOCOBYBAaTH SK JJisA OJaropoJHMUX, TaK i JJIS HETiMHUX BYMHKIB. Humu
MIOCITYTOBYIOTHCS HAYKOBIII y CBOiX TEKCTaX, a TaKOXX MPOMAraHgvCTH, Ha KIITaJIT
KicenwoBa, i yac mpoOMHUBaHHS Mi3KIB.

l'apHe poO3yMiHHS 1HCTPYMEHTIB JO3BOJMUTH IMIJICHJINTH BJIacHI HaBUYKH
NEpEeKOHYBaHHS Ta JOMOMOXE BCTYIATH B TEPIlh 13 THMH, XTO 3JIOBXUBAE HUMU IS
manimyssii. [Ipoitaite Tect IHCTPYMEHTU ITEPEKOHYBAHHS ta nepesipute
HACKUJIPKM TapHO BHU 3acBOiNM 1HQOpMAII0O Ta BMIi€Te I1AeHTU(IKYBATH pi3HI
nepcBa3uBHI IHCTPYMEHTH.
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OJIET BOJICYHOB
KECTHU OPATOPA. ’KECTUKYJIALIA OPATOPA.

HABYAHHSA ')KECTAM

OpwuriHain cTaTTi HapyKOBaHO 3a nokiaukaHHsIM: boscynoB O. XKectu opatopa.
Kectukynsamis oparopa. HaBuanus »xecram. URL: https://oratorske.com.ua/zhesty-
oratora-zhestykuliatsiia-oratora-navchannia-zhestam/

L7 cmamms npo dcecmu ma dHcecmuKyIAYio opamopa
s nouamkisyie ma 00ceioueHux opamopis

Kynau noaitu oparopy pyku?
A niicHO, KyJId PYKH MOJITH?
Xo4eThCs 1X 3aX0BATHU 3a CIIMHY, CKJIACTH Ha TPYIIX a00 3aCYHYTH B KUIIEHI.
A Bam?
€ uyznoBa nmpuT4a, MOXKE, BH 11 3HAETE:
Y4eHsb 3anuTaB YuyuTeIs:
— O, Haitmynpimmii, cka)u MeHi, sIK TpaBUIbHO CUJIITH?
— Tak camo, SIK 1 CTOSITH.
— A fK K€ IPaBUJIIBHO CTOSTU?
— Tak camo, K 1 neKaTH.
— Ane sK?
— Ko nexurn — mpocTo JISKH, KOJIH CTOIT — MMPOCTO CTii, KOJIH CHIUII — MTPOCTO
CUIH ...
["apuuii 06pa3, uu He Tak? MeHi 11eit 00pa3 qornomarae mosiCHIOBaTH YYHSIM,
KYJIU TIOJIITU PYKH.
J11st 9oro moTpiOH1 KeCTH?
Taxk, 17151 9oro BoHU MOTPIOH1?
— Jloist 6aratbox YMHHUKIB. JKecTn — Ta )X MOBa, TUIBKU 0€3 3BYKY.
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OyHKIIH y )kecTiB 0araTo. Hanpukinan, sxectu:

— 3aJIy4eHHsI Ta yTPUMaHHS yBaru myOJliKu

— IHCTPYMEHT 3BEpHEHHS JI0 JIIO/ICH B ayAUTOPIi

— IHCTpYMEHT BILTUBY OpaTopa Ha MyOIiKy

— CcToci0 3aiHATH PyKU

— CTOCI0 CKUHYTH 3aliB€ XBUJIIOBAaHHS

— IPEKPACHO 3aOBHIOIOTH May3U

— TIOKa3HUK BIIEBHEHOCT1 OpaTopa

bararo oparopu He BMitOTH poOUTH >KecTu. 30BCIM. AOO X pobsaATh Oarato
PI3HHUX MTOMUJIOK B JK€CTUKYJIALIIT.

[ToguBiThCa 1€ Bifeo, MO0 3HATH, SIKI KECTH HE OakaHO 3MIMCHIOBATH TIPU
BUCTYTIAX:
Opnna 3 rooBHUX (DYHKIIHN KECTIB — 3aJTy4CHHs 1 yTPUMaHHS yBaru.

[TincBigomoro yBaru myOumiku. I e Texx mu OyzieMo BUBYATH, ajie Mi3HIIIE.

€ Taki TBapHWHH, sIKi 0a4yaTh 1 pearyroTh TUIBKKM Ha pyxomi 00’€KTH (penTuiii,

HaIPUKJIIAL)
JItonquHa, 3BMYailHO, CTBOPEHHs OUIbII JOCKOHane. Aje Ha Oyab-siKl pyxu 1
TepeMilIeHHs pearye BCIM CBOIM CIIPUNHATTSIM.

[ xonmm opaTop € JKepenoM pyxXiB, yBary TJIAJIadiB 30CEPEKEHO BUKIIFOYHO Ha
BHCTynatouomy. [Ipudomy, JIroau 4acoM cami HE TIOMIYarOTh, SIK YBAKHO CIyXaroTh.
3axXOILTIOIOTHCS.
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3BepTaro Ballly yBary, 1o MU pO3TJIsSAaEMO KECTH He TIIbKH, SIK 3aci0 rnepegadi
iH(popmai. XKectu — e OUIbII yHIBEpCAIbHUN THCTPYMEHT OpaTopa.

SIk BKe 3a3HAYANOCA BUIIE, YiIbHA 3aBAaHHS JKECTy — 3aIyYUTH W yTpUMATH
MIJCB1IOME yBary risjaaya. A BXe BCE 1HIIE IPYropsIHE.

VY oparopa pyku 3aBKAU MPaLIOTh. AJle HalyacTile 1€ HaBiTh HE MOMITHO,
TOMY $IK J)KECTHU «0auuTh» MiJACBIIOMICTb.

Kectukynsiist roromMarae 3aCBOIOBaTH 1H(POpMAIIito.

AJKe J)KeCTH JIII0Th Ha 30pOBUM KaHaN CIpUUHATTA. [Ipu 11bOMy aKIEHTY€eThCS
yBara Ha HeoOX11HOi1 1H(opMaIlii, 110 HATXOIUTh Yepe3 ayiadIbHUN KaHal.

[TormyTHO KECTH IMiACHIIOIOTh EMOIIMHICTD 1 €HEPTIMHICTh MOBH, ITiIBHUIIYIOYH
e(EeKTHBHICTh CKa3aHOTO CJIOBA.

Sk HEMae CXO0XKOTro TOJIO0CY, CXOXKOI0 XOJU 1 TOYEPKY, TaK 1 HE MOBUHHO OyTH
CTaHAapTHUX kecTiB. JXKecTu moBuHHI OyTH 1HAUBIAYanbHI. Lle cTuiIb opaTopa, iMiIK
opaTopa.

Agne cnovatky, noku Oynere BUMTHCS, Bam noBeaeTscs poOUTH pyXy HE 30BCIM
Bawm Bnactusi. [Totim 3 1iux pyxiB BUpOCTyTh Baiii sxecTu. Ajie 1e noTim.

PN
N
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SIK po3BHBATH KECTUKYIALIIO?

Tak camo, siK 1 I3AUTH Ha Benocuneai. MapHO YuTaTH TPO Te, SK MOTPIOHO
i3AUTH Ha BEJIOCUTIE I — MMOTPIOHO CIIPaBOIO 3aAMHSITHCS.

XKectu — iHCTpyMeHT opartopa.

XKectu opatopa noBuHHi OyTy npupoAHi. /{11 KOKHOT TIOAMHU — IHAUBITYaIbHI
»ecTu. Pi3H1 )XeCTH 11 p13HUX BUCTYIIIB.

HaBuanHs skectam opaTopa — CKJIaJHE 3aBJaHHs (CKJIaHa, ajle MOCUIIbHA)

dyHKUil y KecTiB 0araro.

OnHa 3 TOJIOBHUX (PYHKIIM KECTy oparopa — 3aJydeHHs 1 YTPUMAaHHS yBaru
My OJTIKH.

AJe € ¥ 1HIII1 BayKJIUBI (DYHKIIIT Y KECTIB.

XKectu oparopa nmoBUHHI OyTH 1HAUBIAYaJIbHI.

SIK HEMa€e CXO0XKOTo roJiocy, Tak 1 He MOBUHHO OYTH CTaHJApPTHUX >KECTIB.

XKectu — e cTunb oparopa, IMIJK OpaTopa.

MoskHa BUCTyIIaTu opaTopy 0e3 jkecTiB? — 3BUUaiiHO K MOXKHA.

Ane morHa 0€3 pyxiB 3Ja€THCA HEMPUPOIHUM — 11€ TOBOPUTH TOJI0Ba!

Opatop 3 ’KecTamMH BUIJISIIA€ KyAHM BIEBHEHIINIE, MPUPOJHINIE, >KBaBIIIE 1
€HepriiHilIe.

XKectu oparopa (BIEBHEH1 )KECTH ) — XOPOILLIUI MOKA3HUK BIIEBHEHOCT1 OpaTopa.

www.bolsunov.com

Sk po3BuBaTH KecTH?

Tak caMo, sIK 1 I3UTH Ha BEJIOCHIICI].
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MapHo 4nuTaTH 1 TOBOPUTH — NOTPIOHO CIPABOIO 3aAMHATHUCS.

1100 HaBUMTHCS POOUTH JKECTU — MOTPIOHO poduTH *KecTu! [

Po3BuBaTH KeCTH MOYNHAIOUOMY OPATOPY BAKIIMBO 1 TOTPIOHO.

CnoyaTKky HOBUM HaBUK BHUMAarae 3ycuiib 1 30cepepkeHocTi. Crovarky, KecTH
MOXYTbh OYTH HETIPUPOTHUMU, HEKPACUBUMH.

[IBuame 3a Oe3rimy3aumu. CHovaTKy IMiJACBIIOMICTh CHJIBHO OIUPAETHCH,
o0yproetbes: “Meni Tak He3BudHO! Tak — Henpupoano! Ile — HekpacuBo! He Oynay s
TaKk poourtu!”

UYepe3 peskuil 4ac, HOBI pyXy MpUHAMAIOTBCS TIJIOM, a JKECTU CTalOTh
MPUPOJIHIIIE, BOHU MOTPEOYIOTh MEHINOI 30cepemKkeHocTi. HaBuk mepexoauTts 3
CBIIOMUX PyXiB B TIACBiIOMUN HaBWK. [li3HiNIe, HOBI >XECTH CTaHYTh BalllUMHU
PIIHUMU KECTaMHU.

[ yacTrHOIO BaIIOTO IMIXKY.

HaByanHs HOBMM HaBMYKAM BHUMAara€ 4acy 1 3yCujib. 3rajaite, K JOBIO MH
BUWJIU B IIKOJII MAaTEMATUKY?

AJle HABUMTHUCS >KE€CTaM KyJIM IIBUJIIE 1 MPOCTIIIE, HI’K BUBUUTH, CKAXKIMO,
anredpy 1 TeOMEeTpIro.

Bnpas st po3BUTKY 3kecTiB pyk Oesnmid. BiampaiboByIOTh KECTH B Mapi, B
rpyIi 1 IHAUBIIYAIBHO MEPE I3EPKATIOM.
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WWW. bolsuno\:

Kectu oparopa — e MmoBa

Moga, 3BUUaifHO kK, HEBepOajbHa MOBA, SIK MUCAJIOCS PaHIIIIE.

[liet0o MpoMOBOIO MOXXHA 1 MOTPIOHO BMITH KOPHUCTYBATHUCS OyAb-SIKOMY
opatopy.

Jlymato HanucaTH KHUTY “SIK HaBUUTHCS *)ecTam™ . AJjie 11e Oy/ie TOBCTa KHUXKKA,
a TOJKyY Bi Hel Oyze He Tak Bxke i 6araro. Kpaiie — npuiiTu HaB4aTUCs Ha TPEHIHTY,
B rpymy. Lle Oyne 1 mBuaLIe 1 epeKTUBHIMIE.
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B kpaiinpoMy BUIAJKy — 3alMLIITHCS Ha OHJIAH-HaB4YaHHS. He BCiM TexHikam
MO>KHa OTIAHYyBaTH OHJIAH, aje OCh JKecTaM — y 0araTbOX BUXOJUTb.

SIk HaBUUTHUCA POOUTH JKECTH MOYHMHAIOUOMY OPATOpPyY

Iepiue, 1m0 BaXXJIMBO MPUHHATH — IO HE OyBa€ HEKPACHBHUX JKECTIB y oparTopa.

3a3BuYaii, CMOYaTKy, 31 MHOIO CIEPEYarOThCS — TMOTIM TMOTOPKYIOTHCS, KOJHU
IPUXOIUMO JIO0 TIPAKTUKHU kecTiB. [10sSICHIOBAaTH 1 TOBOUTH JIOBTO.

Bci xectu oparopa kpacusi.

Y meBHOMY KOHTEKCTi, 3BHUaifHO. SIKIIO JKeCTH opaTopa BHPBATH 3 KOHTEKCTY,
TO BCE MOJKE 3/IaTHUCH ...

Apyre.

Heo060B’a3k0B0 KECTOM MIOCHh 300pakaTh abo moka3yBaTu. JKecT opaTopa MOXKe
OyTH 1 6€3 CMHCIIOBOTO HABAHTAKCHHS.

[IpoTte, xecTtu opaTopa MOKHA YMOBHO PO3/JIUTH HA BIAJi KECTU 1 KECTU HE
30BCIM BJIaJIl:

HeBnaJii kecTH, IKHX BAPTO YHUKATH OPaTOpY:
¢ PI13K1 )KECTH

o Ipi0OHI )KECTU

« XecTu B oqHIM MIIOIIMHI

e OJTHOMAHITHI KECTHU

¢ IOBTOPIOBAaHI XKECTU

o )KECTH TeaTpalibHI

« Kectu 3’ € 1HAaHUX MATBIIIB PYK

o “JI3epKanbHi KeCcTu”’

Baauti skecTu, siki BApTO BUKOPHCTOBYBATH OPaTOpYy:
e IJIABHI1 KECTHU

o IITUPOKI JKECTU

» 00’ €MHI KECTH

o BUTbHI JKECTHU

¢ PI3HOMAHITHI KECTH

o IPUPOIHI KECTH

o IHIWBIIyaTbHI )KECTH
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JI3epKkanbHI KE€CTU HE MPHUHHATI B OPaTOPCBKOMY MUCTEUTBI. Y LbOMY BIJEO
“nomantoBasin”’ Tpammy rapmMoIiky, o0 nmoka3aTv KOMIYHICTb J3€pKalbHUX JKECTIB.

Buiinio Becene Bigeo. CriogiBarocs, Mmiciis [bOIO pOJIMKa, BU HE OyaeTe poOUTH
JI3epKaJIbHI KECTH.

HarmeBHO, HIYOrO HOBOTO, 1 TYT BCE€ 3pO3YMUIO, B T€OpPii. A sK 1€ 3poOUTH Ha
MPaKTHII, II00 KEeCTH Oy 1 IJIaBHI, 1 HIUPOKI, 1 TPU I[OMY IPUPOTH1?

CranbpTe mepesn A3epKajioM 1 TMOAMBITBCA Ha CBOI JKECTH, KOJIU BU Oynere
BUMOBIISITH OY/Ib-SKYy ITIPOMOBY.

banansHuM, HarieBHO, OyJie TTMCATH, IO Kpallle HaBYaTHUCS JKeCTaM Ha “KUBHX
TpeHiHrax. Tak 1 mBuAmIe 1 sIKicHImIE. AJjie, SKII0 HEMAa€e TaKoi MOXJIMBOCTI —
3anucynTecs Ha OHJAaH-HaBYaHHSI. MoxkHa 1o MeHe. He ckaxy, mo mo Ckanmy
MOYXHa HABYUTHUCSA BCbOMY OPaTOPCHbKOMY MHUCTELTBY. AJie OCh MPOKOHCYIbTYBATUCS
3 IeSIKUX MTUTaHb — 3B MOXKJIUBO.
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https://youtu.be/Ju67mtAmoGk

AHJIPIA MOBYAH

CYIIEPEYKH, Y AKUX HE HAPOJUKY€ETbCA ICTHHA. 30 IIPABUJI
JAECTPYKTHUBHOI IIOJIEMIKH Y ®PEUCBYIII

Opurinan cratTi HagpykoBaHo: MoBuan A. Cymepeuku, y S[KUX He
HapOKyeThes icTuHa. 30 mpaBui AecTpyKTHBHOI mosieMiku y DeiicOymi. Dokyc.
URL: https://focus.ua/uk/opinions/507234-spory-v-kotoryh-ne-rozhdaetsya-istina-30-
pravil-destruktivnoy-polemiki-v-feysbuke

Cynepeuka HeoOXxigHa IJis AOKa3y CBO€I MPABOTH; iX HEOOXIAHO AOCATATH 3a
BCAKY IIIHY; apTyMEHTH — 1€ XHUTPOIl BOPOTIB; BOHM HABUMIIUCS MAaHIIYJIIOBATU
apryMeHTaMu, TOMY HEOOXITHO 0/pa3zy NepeKialaTh Cynepedky Ha OCOOHMCTOCTI,
100 Mmy0JIiYHO BUSIBUTH B OMIOHEHTI BOpOra — sIKi I11€ TOTP1OHI apryMeHTH, SIKIIO BiH
BOpOI?

Konuce Muknyxo-Maknaii BUBYaB TyOLIbHI MOBHM, IPOCTO PO3MOBIISIIOUYHU 3
TyOUIBIAMU Ta POOJISIYM BHUCHOBKM WIOJI0 3HAUEHHS CJIIB Ta BHUPa3iB Ha OCHOBI
31CTaBJIEHHS PEAbHOCTI Ta BEpOaJTbHUX CUMBOJIIB.

TuMm caMuM YK€ MABHO § 3alMaroCcsi, BHUBYAIOYM IUIEMEHA, 110 HACEISIOThH
delicOyuny Teputopito konuuHboro Pansacekoro Cotozy. Hanpouyna, uynm Olibie
Ti YM IHINI MPEJICTABHUKU TOr0 YM IHIIOIO IUVIEMEHi NMUIIAITHCH CaMe CBOEI)
rOBipKOK, TUM OijibllIe IXHS MOBA CX0Ka HA 3arajJibHUH VISl MOCTPAAAHCHKOIO
NMPOCTOPY AiaJIeKT.

Ta mo Tam MoBa — TpaBmJIa, OOpSIM Ta 3BUYAl — BOHHM TUM OLIbIIIe OJHAKOBI,
o OUTbIie KOXKEH 1HAMBIJ MparHe MiJKPECIUTH CBOIO MPUHATEKHICTH 10 MEBHOTO
TJIEMEHI.

Xoua JOCTIKEHHSI HA CaMOMYy TIOYaTKy, sl pajuil MoJaTH Ha CyJ IMyOJiKH HOTro
nepin pe3yiabTaTH — KOPOTKUW JOBIAHUK BipyBaHb Ta KOPOTKUM CIOBHHMK BHpPAa3iB
(delicOyuyHOro NoCTPaaIHCHKOTO MPOCTOPY (CIOBHUK — Yy HACTYITHOMY TOCTI).

JloBiAHMK BipyBaHb. Y mMeHe Buinuio 30:

(1) Xopomuui — apy3i, morani — BOporu; apy3i — 100pi, BOPOTH — MOTaHi;

(2) Mu — no6pi, BM — morasi;

(3) Mu Hiko/JIM He POOMMO MOraHo, a SKIIO0 POOUMO, TO TUIBKH TOMY, IO BH
HAC 3MYUIYETE;

(4) BuuHSITH MOTaHO — 100pe, SIKIII0 BOPOTrH POOJISITH i€ Tipiie; il BOporiB
3aBXKIU € BUIIPABIAHHSAM HAIKX Jii, ¢ O 1 0 BOPOTrH HE pOOWIIH;

(5) He moxna OyTH TpOIIKHU BariTHUM: OyBa€ abo Bce rapasj, abo BCe MOraHo;

(6) Y nHac Bce 100pe, y Bac Bce MOraHo; sskOW MU BUMHSUIH, K BH, Y HAC TAKOXK
Oyso 6 moraHo; SIKIIO B HAC TTOTAHO, TO II€ Yepe3 Bac; SAKIIO y Bac 100pe, To 1€ uepes
Hac;

(7) SIxkmo y Bac Bce Kpaile, HizK Yy Hac, Ile TOMY, [0 BH NMoraHi (Bapiant —
BaM 3ajiapMa JicTaaocs);
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(Hdobpe — Tomy 110 3apa3 € B HAacC; MOraHO — TOMY IO 3apa3 € y Bac; Oyab-sKa
3MiHa Hamoro “modpe” — MoraHo; HaBiTh AKIIO B HAC HE M00pe, SAKIIO 1€ MIHITH, TO
Oyne 1ie ripiie;

(9) Boporu xo4yTh, 100 Y HAC MIOCH 3MIHHJIOCSI; Ti, XTO XOde, II00 IIOCH
3MIHUJIOCS — BOPOTH;

(10) Boporu ay:e Xo4yTh OTpMMAaTH Hamie "qo0pe'" cobi; 1ic Ha3UBAETHCS
"MOHEBOIUTH HAc"; BOHM TaK XOUYyTh IIOHEBOJUTH HAC, IO HE TYpOYIOThCS
MTOHEBOJIIOBATH HIKOTO 1HIIIOTO; II€ TOMY, IO BCl 1HIII B)KE IOHEBOJICHI, TIIBKHU IIC
30BHI HEIIOMITHO);

(11) Boporu 3aB:kau €1MHi — cepejl MJIeMeHi BOPOriB He Mo:Ke OyTH HALIHUX
APY3iB; Hallle [JIEM'] HE €IMHE — Y HBOMY TaK0X € BOPOTH;

(12) Mu ne OyBaemMo BHMHHI; BOPOTH HE OyBalOTh HEBUHHI;

(13) SIkmo B HAC MOCH MOTAaHO, TO XTOCh MA€ 1€ BUNPABUTH, 00 1le BUHA,
ajle He HAIIA; MU IIIYKaTUMEMO, YUsl B IbOMY BHHA, 1 BUMaraTuMeMo, o0 BiH yce
BUIIPABMB; TJOKW BIH HE BUIIPaBUTh, MU HIYOTO B3araji poOUTH HE Oy/eMO; SIKIIO BIH
HE BUIIPABJISi€ — BIH BOPOT; AKIIO BIH APYT, 3HAYUTh, MU MMOMWJIMIIACA, 1 1I€ HE HOTr0
BUHA; SKIIO XTOCh Ka)ke, 10 1€ BUHA Jpyra — 3HA4uTh, BIH BOPOT 1 HAMOBIISIE HA
HAIINX JPY3iB;

(14) Mu Bci 3Ha€EMO; BOPOTH TEXK YCE 3HAIOTh, aJIe TIPUXOBYIOTH IIE;

(15) SIkuro TH He 3 HAIIOTO TIEMeHi — TH He MOKelll HaM PaJNTH i MPo Hac
TOBOPUTH, TOMY 1[0 TH HIYOTO HE po3yMienl 1, MaOyTh, BOPOT;

(16) SIkuio TH He 3rojieH 3 MOEI0 TYMKOK), TO TH, HATIEBHO, BOPOT, i TOYHO HE
MO>KEIl HaM HIYOTO PaJIuTH 1 PO HAC TOBOPUTH;

(17) SIkmo TH BHMiIXaB 3 HAIIOIO CTAaHY — TH, HAlleBHO, BOPOT, i TOMYy He
MO>KEIT HaM PaJNTH 1 IPO HAC TOBOPUTH;

(18) SIkmio TH 3rojieH 3 MO€K AYMKOIO, 3HAYUTD, TH IPYT, TOMY 1[0 TH MA€EII
pauiio, a Apy3i MarOTh pallio; SIKIIO TH HE 3 HAIIOro MIeMeH1 abo BUiXaB 13 HAIIIOTO
CTaHy, aje 3rofIcH 3 MOEI AYMKOIO, 3HAUYUTh, TH BOPOT, ajie¢ MOsI AyMKa HACTIIbKU
paBUJIbHA, 110 TH HE MOXKEII IbOTO HE BU3HABATH;

(19) ¥V Oyab-sikiii cuTyanii BapiaHTiB JMIIe 1Ba; OAMH — NPABHJIbLHU;
APYTUii NPpUAYMAJI BOPOTH; T, IO OyBa€ TPEeTii BapiaHT, TEX MPUTyMATH BOPOTH
1100 30MTH 3 TTAHTETUKY;

(20) IcTuHa me Te, IO 51 AyMAl0, SIKIIO Il¢ HANKMCAHO B iHTEPHETi; AKIIO B
iIHTEepHeTI HANMKMCAHO He Te, M0 A AYMAK, Il¢ HANMKUCAJIH BOPOrH i LBLOMY He
MOKHA BipHTH; SKIIO S 1€ AyMar, a B IHTEPHETI IIe HE HAIMCAHO, 1€ TeX ICTUHA,
IPOCTO HACTIIBKM OYEBMJIHA, IO NPO HEi HE MUIIYTh (2 MUIIYTh IHILIE — ajie Ie
BOPOTH);

(21) Cymepeuka mnoTpioHa aJisi JI0Ka3y CBO€i NMPaBOTH; J0Ka3iB CBOEN
NPaBOTH HEOOXiIHO JOCATaTH 32 BCAKY WiHY; apryMEHTH — 1€ XUTPOUIl BOPOTiB;
BOHM HABYWJIMCA MAHINYJIIOBAaTU aprymMeHTaMu, TOMY HEOOXIIHO BiApasy
NepeKIIalaTh CYNepeuKy Ha 0COOMCTOCTI, [00 MyOJIYHO BUSIBUTU B OTIOHEHTI BOpPOTa
— SIK1 I1Ie TOTP10H1 apryMEHTH, SIKIIO BiH BOPOT?

(22) ABTOpHUTETHE JKepeao — Iie JKepesio, Mo MATBEPIKYE MO0 TYMKY;
OyIb-siKe 1HIIE HKEPeo — II€ MPONaraHIuCTChKUN CMITHUK;
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(23) ®akTH € iTOcTpalicl0 BUCHOBKIB; SIKIIO MEHI BKa3ajlW HAa MOMHIKY Y
dakTax, 11e MOKe 3MIHUTH LTFOCTPAIIif0, aJIe HEe 3MIHIOE BUCHOBKIB;

(24) S1 mam TBepAi MepeKOHAHHSI; HA JKaJlb, PEIITy WICHIB MOTO IUIEMEHI
JIETKO MOKHA OOJTypUTH; TOMY iX TpeOa 3aXUIATH BiJl BOPOKHUX TYMOK;

(25) SIxuio BUCIOBIIOBAHHS BOpOTa HE MOKHA 3a00pOHUTH, TO Tpeba xoda O
JTUCKPEIUTYBATH MOT0 B 04YaX IMJIEMEHI;

(26) CnouaTky Tpe6a 4eCHO BHCJIOBHTH CBOIO JYMKY IIOJ0 WOT0 TYMKH —
KOPOTKO 1 3p03yM1JI0, Yacy Ha apryMEHTH HEMAE;

(27) Och crnucok THX, HAa YU MOTJISA]] WIEHH MOTO TUIEMEH1 HIKOJIU HE MOBIPATS:
MPEICTaBHUKU IHIIOTO IJIEMEHI; eMIrpaHTH; 1HTEJITeHTH; aKaJeMiyHl MpaIliBHUKU;
CHEKYISAHTU-PIHAHCUCTH, MIANPUEMIN; IMIIOTEHTH; TOTBOPH; MPEICTAaBHUKU
CEeKCyaJIbHUX MEHIIWH; JKIHKHU, SIKI HE BJIAINTYBAIM CIMEWHE KUTTS; HAITO MOJIOII;
OJISITHEH1 Herapasl, sIK 3aBeJCHO; HAJTO CTapi; MOETH;, OYKapUKH; OaraTi; OIJHI,
HEBJAaXM; 3aHAATO IACIWBI; 00 yOe3NMeYuTH 4JIEHIB CBOTO IUIEMEH1 BiJ BOPOXKOI
OYMKH, Tpeba pO3MOBICTH iM IPO T€, IO BUPA3HHUK AYMKH HAJEXKHUTh 10 OIHIEL, a
Kpale — IBOX-TPhOX BHUIIE3TaJaHUX TPYTI.

Taky npuHaneXHICTh BApPTO BBAXKATHU OYEBUIHOIO ICTHHOIO, 1 SKIIO B IHTEPHETI
HAIMCAHO 1HIIIE — 1€ HAMKCAJId BOPOTH;

(28) Bupa3HukamM JAyMKH, BiAMiHHOI Bix Mo€i, 000B'S3K0BO Tpeda
3alpoONOHYBATH iHINE 3aHATTA 3aMiCThb BHCJIOBJIIOBAHHS CBO€I AYMKH — II¢
6J1arOPOJIHO JI0NOMAaraTi OIMKHBOMY. IM Tpeba BKa3aTu, KyJu HTH i 4uM 3aiiMaTucs;
MOYMHATH BKa3iBKy Tpeba cioBamu "kparie 6 BH..."

(29) SIkmio B Hac He Bce J100pe, TO BUHHI BOPOIrW; TOMY Tpeba dopoTHcs 3
BOPOTraMHU; BOPOTU — II€ Tl, XTO Ma€ 1HIIY IYMKY, 1 IPEACTaBHUKH 1HIIOTO IJIEMEHI;
K OauuTe, MU BCE 3HAEMO, HaM HE MOTPIOHA Ballla TyMKa;

(30) Mu TBepo cTOIMO Ha CBOIif AyMIIi; aje sIK BiZIoMO, SIKIII0 3MiHIOIOTHCSI
(¢axTn, Tpeda 3MIHIOBATH i CBOIO AYMKY; HAIPUKJIAJ, SKIIO MU Mepeixaau B 1HILIE
miem'ss, abo MOMIHSUIM poOOTY, a00 HaM 3aruIaTATh 3a 1HILY JyMKY, TO AYMKY MOKHa
1 MOTPIOHO MTOMIHATH; 3MiIHA AYMKH HE O3HAYa€, 10 MM HE MaJIM parlii — MU 3aBXKIU
MaJIi pallito, IPOCTO OOCTABUHM 3MIHUIIUCS; Y 3B'SI3KY 31 3MIHOIO TYMKH 3MIHIOIOTHCS
Ipy31l Ta BOPOTH — 1HOJI IPOCTO BOHHM 3MIHIOIOTHCS MICIIMH; BiJl 3MiHH JTyMKH
PaBUWIBHICTh YCIX 3a3HAYEHUX BUINE BIPyBaHb HE 3MIHIOETHCS — BOHH € a0COJIFOTHO
ICTUHHUMU.
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PYCJIAH PYKUILIbKUI
12 CHOCOBIB SIK IOYATH TIPOMOBY E®EKTUBHO, ITPUKJIA TN

Opurinain cratTi HajgpykoBaHo: Pyxxunbkuit P. 12 cioco6iB ik moyaty MpoMOBY
e(eKTUBHO, MIPUKJIA]IN. Ulxona KPACHOMOBEYb. URL:
https://krasnomovec.club/sposobi-yak-pochati-promovu/

30 cexyHO — came cminbKu yacy eu macme, wjob 3axonumu yeazy CryXauis.
Axuwo He 3ymieme ybo2o 3pobumu, mo ayoumopis empamums 00 8ac Yikasicms i ce,
Wo 8u cKkaxceme NOMIM, 64Ce He MAMUME 3HAYEHHS.

VY craTTi BM mo0aunTe MPHUKIAIU, K MOYaTH MPOMOBY, 1100 3aBOIOBATH yBary
aymuTopii 3 mepmmx ciiB. [Ipo Te sik 3akiHUyBaTH CBiii BUCTYN YUTAaWTE y CTaTTi 5
CEKpETiB, SIK HABUUTHCH BUCTYIIATH Ta BIUIMBATH HA ayJAUTOPIIO” .

Betyn — HaliBaKiIHBIIIA YacTUHA MyOIIYHOTO BUCTYITY, Ky BapTO MiATOTYBaTH
HalpeTeNbHINIe, HaBiTh SKIIO BHU BHCTYNAETE TIEpPea JIOSUIBHOIO ayaHUTOPIETO,
Hanpukias B kiy6i KpacaHoMmoBerrs.

Beryn Mae 1Ba 3aBiaHHS:

1. Ilepekonatu  ayauTopio, 1[I0 Bac  BapTo  CiIyXaTd  Jajl.
2. [lokasartu, sIKy KOPUCTh CITyXadl OTPUMAIOTh 3 BAIlIOI'O BUCTYITY.

Sk He PO3MOYMHATH CBiil BUCTYII i 1110 HE TOBOPUTH HA NMOYATKY

o0 edexTMBHO MOYATH MNPOMOBY, YHUKAWTE MOIIUPEHUX MOMHIIOK, SKi
MO>KYTh 3aBAJIUTH Balll BUCTYI 3 IEPIINX XBUJIHH.
1. Hapikanus

[TouHiTh CBIM BUCTyn Oe3 HapikaHb. HaBiTh, SIKIIO BH OOYpeHi OpraHizalii€ro
3aX0Jly YM SIKHUMHUCH HIOAHCAMHU, SIKi TIEPEIIKOKAIOTH BallIOMY MTyOJIIYHOMY BUCTYITY.
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SIKIO BM MPUTOTYBAJNM NPE3CHTALlI0, a TMOKa3aTH il HEMOXIMBO 4Yepe3 (akam
Oprasi3aTopiB, TO HE TOBOPITH IO 1€ 31 cueHu. [Ipocto mpuiiMiTh, 1m0 Beske OyBae.
Cuena — 11e He Micle Jj1s po30ipoK.

SAkio K BU MOYHETE BUCTYN MEPea ayJauTOpi€ro 3 HapikaHb a00 MPETEeH3IH 1
HEraThBYy, TO CIPAaBUTE BPaXCHHS HUIOUOI Ta HE3aJOBOJICHOI JIIOJIMHU, YOTO HE
TOOJIATH CITyXadi..

Sxoce 1 OyB Ha oaHoMy 3axoai 3 moHan 300 yuyacHukamu. Bemyuum OyB
XJIOTeIb, SKUH CIEiali3yeThbcsl Ha BECUDISX Ta KOPIOpAaTHBax. 3arajioM, MEHI
criogo0anocs, Ik BiH MPOBOAMB 3aXiJl. bylo BUAHO, 110 BiH Ma€ y IbOMY JOCBII.

OpHak opraizaTopH BIIEpIlie MPOBOIMIN TaKHi MacIITaOHMIA 3aXiJl, TOMY OyJ0
6arato npiOHUX (pakamiB 3 IXHHOTO OOKY.

[Ipu upoMy BeAay4yuii OCTIMHO BKa3yBaB, IO 1€ OPraHi3aTOpyu BUHHI, & HE BiH.
Jlecb My3MKy BYacHO HE BKJIIOYWIMA YW 3a0ynu BHKIOUMTH. lllock KoMy 3ami3HO
nepenanu, abo 1me He mnepefand. AOO BiH 31 CIIEHM MPOCHUB IIOCH 3pOOUTH, a
OpraHizaTopy LbOTO HE 3pOOWIH. A MmiJ KiHelb KUJaB YK€ B CTOPOHY OpraHi3aTopiB
B’IJIMBI KOMEHTapi Tumy: “SIKIio opraHizaTopu Ha L€l pa3 He 3aTYIUIATh, TO 3apa3
BU noOauure 1e”.

B Takux BHUmagkax MOXKHa KapTyBaTH, MOXKHA BUKPYUYYBaTHUCS, TATHYTH Yac Mij
yac nmyOJ1YHOr0 BUCTYITY, ajie PUBCEIIOAHO AOPiKaTH OyAb-KOMY HE BapToO.

2. HepopeuHnmuii :xapT

He nmouunHaiite BUCTYI 13 KapTy YU aHEKAOTY MPOCTO TakK, 100 MOKa3aTH, 1110 BU
BeCeIui XJIonelp ado JIBYMHA.

Takox He BapTO pO3MOBIJIATH SIKYCh CMIIIHY ICTOPIIO, IO CTajlacd BYOpA YU 1O
J0pO31 Ha 3axij, sKa HE Ma€ BIAHOLIEHHS 10 3MICTY BalllOr0 BHUCTYNy 1 BU HE
IpUAYMaJH, sIK ii OB’ SI3aTH 3 BAllIUM BUCTYIIOM..

Kapt MokHA BUKOPHUCTATH TUIBKH TOJI, SKIIO BIH AIHCHO CMIIIHUM, peasbHO
MIIXOIUTH 1 Ma€ SIKECh BIIHOIICHHS IO 3MICTY TIPOMOBH.

3. “IIpuBaTHi” po3MoBH

He BeniTe po3MoBH 3 IO/IiyMy 3 KOHKPETHHUMHU JIFOJIBMH, X10a SKIIO 1€ CTCHAAI.

k1o B 3ali € JIFOAU, SIKUX XOUYeThbCS MPUBITATU 1 1€ JOPEYHO, TO MOXKHA IIe
3pOOUTH.

AJe He BapTO TOBOPUTH PO TE, MO CTOCYETHCS BaC OCOOMCTO 3 JIFOJAMHOIO 3
3aJTy 1 TIPO 1€ HIXTO OLIbIIE HE 3HAE.

HenmopeunuM, Hampukiias, BUCIOBIIOBAHHS 3 00Ky IpoMoBIs: “S Oady, mo TyT
€ IBan. Mu 3 TOOOIO KJIacHO TMOrpajiu B 0ackeT0OJ MHUHYJIOTO THXKHS, Tpeda
MOBTOPUTHU.”

Taki 3BepHEHHS 31 CIEHM 3By4aTh JHWBHO 1 HE JOJAIOTH aBTOPHUTETY
BHCTYTIAIOYOMY.

4. BubaveHHs 3a AKICTb BUCTYILy 200 CBOI OpPAaTOPChKi HABUYKH

He npumenmryliTe cBo€ BMIHHS BHCTyHaTH 1 B3arajii HE TOBOPITH IPO CBOI
OpaToOpChbKi HAaBUYKH Ha clieHl. Skiio Bu ckaxete: “Hy, s He 30BCIM rapHuii crikep”
a00 “Sl He 30BCIM MIATOTYBaBCs’, TO BXKE MOXKETE CifaTH, 00 Bac 1 Tak CIIyXaTH HIXTO

He Oyne. Taki (pas3u 3paszy BIAKIIOUAIOTh yBary ayJuTopii.
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Haiite co01 IaHC BUCTYITUTHU TapHoO.
BuiiniTe Ha clieHy 1 BUCTYHITh MAaKCUMAJIBHO 100pe, SIK MOYKETE Ha 1€l MOMEHT.

Jlo peui, € omuH naiipxak, fK po3B’si3aTU MpoOJEMy BIJICYTHOCTI JOCBiIY
myOJIYHUX BHUCTYIIB YW HEJAOCTATHBOTO PIBHS OpPATOPCHKUX HaBUYOK. Tpeda
MIJTOTYBaTH TEKCT BUCTYITY B IKOMY BU OyJieTe BIIEBHEHI, IKUii Oy1€ MPOIOBKEHHIM
Bac 1 sk Oyze BIANMOBIAATH MoTpedaM Ta piBHIO ayautopii. Toxi Bu Oynere mMatu
MEHIIIE CTpaxy, MPUPOAHO ceOe MoUyBaTUMETE, a rapHa 1HTOHAIIIS Ta JKECTUKYIIAIIIS
3’BUTHCS y Bac cama 1o cooi.

SIko BU XO4yeTe OTpUMATH KOHCYJbTAIlI0 a00 XO4eTe 3aMOBUTH HAINMCAHHS
TEKCTY IyOJIIYHOTO BUCTYIY, TOJ1 3BepTaiiTecs 3a iHAUBITyaJTbHOIO KOHCYJIBTALIEIO.

5. CranpaprHi ppasu

He posnounnaiiTe cBiif myOmiuami BucTyn 3 kiime. Hampuknazn: “S 3apa3 Oyay
TOBOPUTH BIJ HIMPOro cepis’. Y HAC KOXKHUWA JIPYruil BUCTYyHAarO4Yui, OCOOJHMBO
MOJIITHK, Ka)ke, III0 TOBOPUTH BiJl Uporo cepiisd. JItoau qaBHO BTpaTHIIA JOBIPY 10
TaKUX BUCJIOBIIOBaHb. Mae OyTH MIMCHO SKach HAJ3BUYAMHA MOis, KA TPATUISIETHCS
pa3 Ha 100 pokiB, 1100 Taki CI0Ba y BalllOMY BUKOHAHH1 OyJIM JOPEUHUMHU.

6. Hynna indopmanisi Ta moasika opranizaropam

He roBopite Te, mo Oyne HyJHO CiIyXaTd JoasMm 13 3any. Hampuxman, im He
I[IKaBO 3HATH, 10 BaM NMPUEMHO OyTH Ha IbOMY 3axoji, a00 CiyxXaTh Mpo Balry
BIISIYHICTH opranizaropaM. lle OaHayibHI c0Ba, K1 HIXTO HE OLIHUTL. Komu xouete
MOJSIKYBaTH, TO MaiCTEPHO IHTETPYNUTE 1I€ Y CEPEIMHY MMPOMOBH, a HE Y BCTYII.

He posnoBigaiite, uepes siki TPYIHOIII BaM JOBEIOCH MPONTH, 100 MiArOTYBaTH
CBOIO ITPOMOBY, Ta SIK CKJIQJIHO OYJI0 ChOTOJIHI MMOTPAMKUTH HA 110 TIOJIII0, 1 sIKa B3aralii
BU 3aifHATa JIOAMHA, 1 IO ayJUTOpli MOIIACTHIIO Bac ciiyXaTu, Toulo. Lle Hikoro He
I[IKaBUTh, JANTE JIIOJIAM T€, 33 YUM BOHU CIOJU TIPUUIILIH.
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7. O3By4eHHsl CTPYKTYPH Ta 3MIiCTy BUCTYILY

SIxmio Bam myOIIYHUAN BUCTYN Ma€ CTPYKTYPY, yHKTH, pO3LIH, maparpadu, To
HE BapTO HA MOYATKY OTOJIONIYBATH 3MICT 1 CTPYKTYpY CBOro BHCTYyIy. Jlo pedi, He
Tpeba IIbOTO 03BYUYBATH 1 Mij] 9ac MPOMOBH.

Ile moOpe, KoM MPOMOBELH CKIIAaB FapHy CTPYKTYpPY CBOT'O BHUCTYITy, ajieé caMa
CTPYKTYypa He IlikaBa ayauTopii. He BapTo mosicHioBaTH, Mpo 1110 BU Oy€Te TOBOPUTHU
— Tpeba TOBOPHUTH.

“SI Bam 3apa3 po3kaxy npo 10 NMyHKTIB 4Ooroch Tam” — TaKOX HE BIAJIUM

MOYaTOK.
Jns cnyxadiB BTpartuiacs iHTpura. BoHM mpuOIM3HO 3HAIOTh, CKUIBKH Yacy BHU
po3noBinatumere mpo Mux 10 MyHKTIB. SIKIIO TPUBAIICTh BAaIIOrO BUCTYIY IS
CllyXayiB BUIJISIATUME 3aJI0BrOI0, BOHU HAapIKaTHUMYTh, IO TaK JOBrO MOTPIOHO
CHUIITH.

Takox, SKIIO Ha TOYATKy BHUCTYNy BH pO3KaXeTe BCE Mpo Mo Oynere
PO3MOBIIaTH, TO YaCTUHA JIOCH MOXE MOyMaTH, 110 BOHH II€ BXKE 3HAIOTH 1 MITYTh
co01 3a KaBOl0. A HacCIpaB/i MOTJIM TIOYYTH IIOCh HOBE, SIKOW 3aTUIIMINACS B 3aJIi.

Opnnak maM’gtaiTe po BUHATKHA. Hanmpukias, Ha Hapajax 4d 1HIIUX oQIiiHHIX
KOPIIOPATUBHUX 3aX0/ax JOPEYHO Ha MOYaTKy CKa3aTu, Mpo 110 Oy/eTe FOBOPHUTH.
Ane # ToAl HE BapTO JAETAJIbHO MPEICTABIATH CTPYKTYpPY MyOJIYHOrO BHUCTYILY.
Kpame B 3aragbHOMy MOSICHITH, 110 BaXJIMBOIO JJIsl CIyXaudiB CKaXkeTe, 110 iM
JIOTIOMOKE YU Oy/J1€ KOPUCHUM.

1106 nmi3HATHCS BIJ YOO 3aJIEKUTh CTPYKTYpa BUCTYIY 1 KOO BOHA Ma€ OyTH
nepexobTe YUTaTH CTaTTIO “CTpyKTYypa ny0JiyHOoro BUCTYyny. OCHOBHI eTanu’ .

8. 3aTaryBanus BeTymy

He posnounnaiite 3 m0Broro MipkKyBaHHS 4u JoBroi icropii. Ile Bapto
MEPEHECTH Ha OCHOBHY YaCTHUHY CBOTO BUCTYIIY.

Bu maere Bimpasy 3allikaBUTH JIIOACH. SIKIIIO MOMEHT 3aIliKaBJICHHS MEPEHECTH
Ha 2-3 XB MICJIsI IOYATKY BHUCTYITY, TO BU MPOCTO BTPATUTE II€ BIKHO — mepmux 30
CEKYH/]I, SIK1 HalO1IbIIIe YITJISIOTh YBary risigadiB.

3 yoro noyatu myoaiYHMEA BUCTYN?

Beryn mae mpuBepratu yBary 3 mepiiux ciiB. bimbine Toro, BaM mOTpPiOHO
BUJIIJTUTUCS CEPEJl HILMX BUCTYNAIOYUX, sIKI OyJIM 10 Bac, a TAKOX THX, SKUX IJIsAadl
YyJau padille Ha IHMUX 3axonax. HeoOxigHO mNpuayMaTH IOCh OpUTIHAJIbHE.
He mkonyiite yacy Ha ¢popmyntoBaHHs nepiux (pas y npomosi. Hlnidyiite ix 3HOBY
1 3HOBY, IOBOJSIYU 10 JOCKOHAJIOCTI.

SIK110 Ha3BaTH 1€ IPOCTO 1 OJJHUM CJIOBOM, TO BaM Tpeba MpHUIyMaTH CIOPIIPU3.
Mae Oytu mock 30BCiM HeouikyBaHe. lle aBTomMarnyHO MO30aBUTH Ball BCTYII
MOBHHUX Kiimie Ta 3areptux ¢pa3. Takox 30cepeauTh yBary TisaadiB, 00 BOHH

PO3yMITUMYTh, 10 3apas Oyne KOITHCA IIOCh IIKaBe.
Kpim Toro, kimacHui CrOpmpu3 M0AACTh €HEPTii ayIUTOpii JUIsl yBAXKHOTO CITyXaHHS
BaIlIOTO myOJITYHOTO BUCTYIIY.

Bu mokaxere, 1110 TOTYBAJIKUCS 10 BUCTYILY, IIHY€ETE ayIUTOPIIO 1 CTAPAETHCS JUISL HET.
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BapianTu nouarky

3apa3 HaBeqy MPUKIAIW, K MOKHA TOYATH MPOMOBY. AJie HE OoOMexXyHTecs
TUIBKM HUMHU. Buiinite 3a pamku, nodaHTasyuTe, 1mo0 OpUriHaIbHO IMOYaTH CBIM
yOJIIYHUM BUCTYTI.

1. Icropuuna noais

3rajgaiiTe SKych ICTOpPMYHY MOJI0. BukopucraiiTe mpuuMHHM, 3 SKUX BOHA
cTajacs, 1o i mepeayBaio, K BiOynacs Ta ki Mae Hacaiaku. ToOTo 3 mojii MokHA
BUTATHYTH TMOTPIOHUII BaM €JIEMEHT 1, HA OCHOBI LIbOTO, MPOBECTH aHAJOri0 abo
3arnepeyeHHH.

2. lMurara

[Tigmykaiite nuraty g cBoro Temy. CkaszaBmid 1i Ha MoYarky, JAaii
MOTO/KYHTECS 3 HEIO YU HE MOTOoJKYUTeCs, a00 3BEpHITh yBary Ha il aKkTyaJIbHICTb.
Tyt Takox Benuke nosie i ¢panTasii, mod epeKTUBHO MoYaT MPOMOBY.

3. TBepa:kenns aéo 3asBa

PO3M0OYHITE 13 TBEPIKEHHSA, SKE€ CTOCYEThCA HAMOUIBbIIOI MpoOJeMH Bamiol
aynutopii B gaHuid MoMeHT. IIpu 1mbomy He OOOB’SI3KOBO Ballle TBEPKCHHS Mae
301raTucs 3 TyMKOIO ayaUTOPIi.

Hampukinazn, Ha 300pax KoMIaHii MOKHa PO3MOYATH 3 TAKOTO TBEpHKEHHS: S
3HAI0, SIK 3@ MIBPOKY 3HUIIMUTH HAIIMX KOHKYPEHTIB”. AOO MOXHA II0 X MPOMOBY
posmoyatd Tak: “Hamia mnpoaykiiss HIYMM HE Kpalla BiJ NPOAYKINI HaIImMx
KOHKYPEHTIB.” A TIOTIM CIIPOCTYBATH II€ TBEPIXKEHHSI.

Kpim Ttoro, TBep/pkeHHs abo 3asiBa MOXYThb OyTH 1 y QopMi HHUTATH, K Yy
MOTEePeTHHOMY MYHKTI.

4. 3anuTaHHA 10 AyAUTOPIIl 200 pUTOPUYHE 3ANIUTAHHS

Ile mocuth mpoctuil BapiaHT mouartky. Jluine 3HaWIITH MIMCHO IIKABE 1 CBIXKE
3anmuTaHHs abo0 TMo-HOBOMY Horo o3Byure. Hampukian, mnodaTok BHCTYIY 13
3anmuTaHHs «JlJI9 9oro MU JKMBEMO?» HE € YUMOCh HOBHM, TOMY HAaBPSA YH
3aIliKaBUTh CITyXadiB.

Beryn 13 3anuTaHHsS MOKHA TOEIHATH 13 TOIMEPEAHIMU BapiaHTaMU TOYaTKIB.
Hanpukitan:
o [luTara + 3anuranus;;
« TBepKeHHS + 3anuTaHHS;
« TBepmKkeHHS Y hopmi ITUTaTH + 3aUTaHHS.

**k%k

Hewma yHiBepcanbHOTO M1a010Hy a00 KOHKPETHUX PaMOK, SIK MPABHIIBHO MOYATH
npomoBy. Aune 1ie 1 noope. [IposiBiTh (hanTasito, BIAKPUIATE CBOIO 1HIUBITYAIbHICTD,
MOKaXITh CIyXxadaM CBOIO Xapu3Mmy. I3 mepmmx ciaiB JaiTe JIIOASM Te, 32 YUM BOHU
IPUHIIUIM, TOJI1 yBara cjayxadiB OyJie Ballolo 13 MEPIIUX JI0 OCTaHHIX CEKYH]] BaIllOro
BUCTYITY.
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JUKEK IHA®EP

MUCTENTBO ITEPEKOHAHHSI.
JIEB’SATH CIIOCOBIB BIIJIMHYTH HA JIIOJEN

Opurinan crarti HaapykoBaHo: Illagep [Ikexk. MucteuTrBo mnepeKOHaHHS.
JleB’s1Th Croco0iB BIUITMHYTH Ha JIFOJIEH. Life. URL:
https://life.nv.ua/ukr/blogs/mistectvo-perekonannya-9-sposobiv-vplinuti-na-lyudey-
50026769.html

MuUTTEBO 3aBOIOBATH MPUXWIBHICTH TaK CaMO IMPOCTO, SK HAXWIUTU TOJIOBY 1
MOCMIXHYTHUCH.

YMiHHS TEepEeKOHYBaTH Tpa€ BUPINIAIbHY pPOJb B OCOOMCTUX BIAHOCHUHAX.
Kosknoro pa3sy, konu nBoe abo Ounibliie Jojel 30MparoThCsl pa3oM, BOHU HEMUHYYE
HaMararoTbCsi MEPEKOHATH OJUH OJHOTO 3aWHATHUCS TUM, IO iM MOJ00aeThes, abo

BUPYUIUTH B YJIIOOJEHUH  pecTopaH.  YMIHHS  NEPEKOHYBaTH  CHpHUsIE
CHIBpOOITHMLITBY. 3 HUM HEMa€ TMEpPEeMOXKI[IB ab0 MepeMOXKEHUX. YMIHHSA
MIEPEKOHYBAaTH — 1I€ MUCTELTBO CXWJIATH 1HIIMX 3pOoOUTH Te, IO BaM MOTPiOHO,

TOMY III0 BOHU CaMi [IbOTO XO4yTh, & HE TOMY, IO iX 3MymIyi0Th. CHUlly mepeKOHaHHS
MO>KHA 3aJIiTH, BAKOPHUCTOBYIOUH JEB’SITh IPOCTUX MPUHOMIB.

1. Yac. Yac— mnoTyXHa TeXHIKa TNepeKkoHaHHs. Yum Oulblie yacy
MU TIPOBOJUMO 3 1HIIIMMH, TUM CHJIbHIIIE MU MOXKEMO BIJTMBATH Ha HUX. Yac cripuse
noBipl. SKiIo 6aThbKK XO4yTh BIUIMBATH Ha CBOIX JITEH, IM CJI1J MMPOBOAUTH 3 HUMHU
gac. SIkmo ToBapuili TO CAy>k0l1 XOYyTh BIUIMBATH Ha CBOiX KOJEr, iM CHif
IPOBOJMTH 3 HUMHU dYac. SKmo Bu xodeTe, 00 Ti, KOMY BH HE IojobaeTecs,
MOJIFOOMIM Bac, IPOBOJBTE 3 HUMH dYac. 3TOJ0OM BH crojobaerecs iM abo, sK
MIHIMYM, BOHU OYJlyTh HCHaBUIITH BaC HE TaK CHUJIBHO.

2. Hamaraijitecst cmogo0arucs JroaaM. JIroau cXuiabHI JOIIOMaraTd TUM, XTO
iM moyo6aeThcsi. MUTTEBO 3aBOIOBATH MPUXHIBHICTH TaK CaMO MPOCTO, SIK 3pOOUTH
pyx OpoBamu, HaXWIHTH TOJIOBY 1 mnocMixHyTucs. Od@imiaHTu B pecTopaHax,
AK IPAaBWJIO, Kpalle OOCIyroBYIOTh THX KIIEHTIB, fiKi iM mogoOaroThes. Jlroawm,
10 3aiMalOThbCA PO3IJISAOM CKapr, sK MpaBWjio, OUIbII YyWHI JO TUX, XTO iM
nono6aetses. Jlroau 3 OUTbLION WMOBIPHICTIO 3aKPUIOTh 04l HA TOMUWJIKY, 3pO0JISIThH
BUHSATOK 3 IpaBwil a0o0 3po0JisTh AOJATKOBI 3yCWJIJII B IHTEpecax THX, XTO iM
CUMITATUYHUM.

3. Kommiaimentu uepe3 Ttpertix oci06. Komm Bu 6e3nocepenHpo poodute
KOMILTIMEHTH, OCOOJIMBO THM, XTO ITIJIO3PIOE, II0 BU MOXKETE ITOCH BiJl HUX XOTITH
(HampuKiaa, BalIOMy CYNMYTHUKY Ha moOayeHHi, KepiBHUKY, IPYroBi abo Koisesi),
Ballll 3yCWJUII MOXYTb OyTH CIPUHHATI CKENTHYHO — OO0 JIOAM 3A0TaIyr0ThCs,
10 BU HABMUCHO HamaraeTecss BIUIMHYTM Ha HUX 3a JOIOMOTOI0  JIECTOIIIB.
Kommuiment, 3po0ienuii uepes TpeTix 0cid, He BUKIMKA€E TaKoro ckenTuimsmy. o6
3pOOMTH TaKMM KOMIUTIMEHT, BU IMOBHHHI 3HAWTH CIUJIBHOTO Jpyra abo 3HalOMOTO,
SAKUM 3HAE 1 Bac, 1 Ty JIIOAUHY, Ha Ky BU MparHeTe BIMHYTH. Kpim TOro, BU MOBUHHI

33


https://life.nv.ua/ukr/blogs/mistectvo-perekonannya-9-sposobiv-vplinuti-na-lyudey-50026769.html
https://life.nv.ua/ukr/blogs/mistectvo-perekonannya-9-sposobiv-vplinuti-na-lyudey-50026769.html

OyTH OLIBII-MEHII YIEBHEHI, 10 BUOpaHa BaMH TpeTs 0coda nepeaacTb KOMIUTIMEHT
TOMY, KOMY BIH TMpHU3HAaYeHHH. SIKI0 11 mepenavya yCHIMIHO —BiIOYJEThCH,
HACTYITHOTO pa3y, KOJU BH 3yCTPIHETECS 3 JIFOJANHOIO, HA SIKy XO4YeTe BIUIMHYTH, BiH
a00 BOoHa Oy/ie HaJAIITOBAHUM BITHOCHO BacC O1IBII MO3UTUBHO.

4. TlpumychbTe J0jeil mepeayMaTH Nepil, HiXK BOHM CKaXKYyTh «Hi». HixTo
HE B CWJIaX YUTATH JYMKH, aje BU MOXKETE€ HAOJU3UTUCA IO IIbOTO, CIIOCTEPIraroyu
3a pyxamu pota. ['yOou, CkjiajeHl MeBHUM YHMHOM — 3JIerKa CTHUCII 1 OKPYIVIEHI —
CBIJIYaTh MPO TE, IO B CBIJOMOCTI BAllOro CIIBPO3MOBHUKA BUHHKJIA HE3T0OAa 3 THM,
10 TOBOPUTHCA a00 poOuThCs. Po3ymMiHHS TOro, mio JIOJAWHA JyMa€, N1a€ BaM
nepeBary. XUTPICTh MOJSTae B TOMY, 1100 3MIHUTH ii TOYKY 30pYy, MEpIl HK BOHA
3MOXe CPOPMYITIOBATH CBOIO HE3rony. SIK TIJIBKU JIOJAMHA BHCIOBIIOE CBOIO TYyMKY
abo pileHHs BroJIoC, MepPeayMaTy CTAa€ CKIIAHINIE Yepe3 MCUXOJOTIYHUN MPUHITUTT
MTOCJTIIOBHOCTI: JIFOJIA CXWJIBHI 3aJIUIIATUCS TTOCTIIOBHUMH B TOMY, IIIO TOBOPSITH —
ajie He B TOMY, 110 AyMarTh. K110 BU MoOauuTe CKJIaAeHl ryOu, BU OyJeTe 3HaTH,
10 y CHIBPO3MOBHHUKA Ha JyMIIl, 1 3MOXKETE MEPEKOHATH MOro 3MIHUTH CBOIO TYyMKY,
MEPII HIK BIH CKaXXe «HD».

5. 3apyuirbes 3000B’si3aHHAAM. SIKIO BM XOYETE MIJABUIIUTH WMOBIPHICTD
TOTO, LIO JIFOJIA 3POOJISATH T€, 110 TOBOPSTH, 3apPYUITHCS IXHIM YCHUM 3000B’I3aHHSIM.
YcHe 3000B’si3aHHS — 1ie MyOiyHa oOisgHKa misty. Jloam, ski 3B’s3amu cebe
YCHUMHU  3000B’sS3aHHSIMH, BIJYYBalOTh, IO MOBMHHI iX BHUKOHAaTU. YCHE
3000B’s13aHHSI MOKHA JIETKO OTPUMATH, CTaBIIAYM TaKl MUTaHHS, SK-0T «Yu MOXKy
g po3paxoByBaTu Ha Bac?», «OO0imsgem?» abo «Jlaem cnoBo?». Ilicna 1poro
JIOYEKAUTECs] CTBEPAHOT BIJMOBIAI. Y OUIBII ASTIKATHUX COLIATIBHUX 1 MPodeciitHux
CUTYallisIX MOXHa 3apyyuTUCs 3a00B’SI3aHHSIM, IIO MEepeadavyaeTbcs, Xoya BOHO
MEHII e(QEeKTUBHE, OCKUIbKM HE€ BUMarae mnyOJiYHOr0 IPOMOBIIEHHS BIrOJIOC.
3000B’s3aHHsI, 110 TlepeadavyaroThCsi, MOKIANAIOThCA  3a JOMOMOTOI  TaKUX
TBEP/KEHB SIK: «S1 3Har0, 0 MOXY pO3paxoByBaTH Ha Bacy, «Bare cioBo — 1€ Bce,
110 MeH1 NoTpiOHO» abo «Bu MeHi momobaeTech, TOMY IO BU 3aBXKAU POOUTE TeE,
10 TOBOpUTE». Y JESIKUX BHIMAJKaX HaBITh MPOCTE «crmacubi» 3a Iie He BUKOHAHE
3aBJaHHS MOXE 3B’S3aTH 3000B’s3aHHA, 110 MaeThcs Ha yBasi. Illo0 mie Oimbiie
MIIBUIIMTH WMOBIPHICTH TOTO, IO JIFOJMHA BUKOHAE CBOI OOIISIHKH, IMOTHUCHITH ii
pyKy. OI3UYHHUI KOHTAKT IIEMEHTYE YCH1 YTOMH.

6. Binnosinaiite «0yab Jacka, i...». Y BIANOBIAL HA TIOASKY OUTBIIICTH JIFOCH
Kaxke «Oynp sacka». Alsle MO0 MOCWIMTU Bally BIANOBiAb, Aofaiite: «S 3Haro,
BU 3poOMIN O IS MEHE Te K caMe». Tak BH 3aJi€Te IICUXOJIOTIYHUN TPUHIIMII
B3a€EMHOro 00OMiHy. OTpuUMyIOYM LIOCh MarepiagbHe a00 HaBiTh HeMaTepiasibHe,
HaIpUKIJIAaA, KOMIUIIMEHT, JIIOAW CXWIbHI JlaBaTH IIOCh B3aMiH. B3aeMHuii oOMiH
30UTbLITY€E UMOBIPHICTh BUKOHAHHS BAalllUX NMPOXaHb Y MAaHOyTHHOMY.

/. IlposiBiTh mikaBicTh. [IposB 1ikaBOCTI B O6eciAl abo0 Mmia BUTIISIAOM JTYMOK
BrOJIOC TaKOXX 30UIbIIIye HMOBIPHICTh OTpUMaTH Oakane. Jlroau sk mpaBUiIO XOUYyTh
TUIUTHCS CBOIM 10CB1IOM. [IposiB 111KaBOCTI 103BOJIs€E BAUKOPUCTOBYBATH 1€ Y BAILIUX
1HTepecax Sxmo Bam HOTp16Ha JOTIOMOTa 3 IKUMOCH 3aBJIaHHSIM, 3HAUITh TOTO, XTO
BOJIOJII€ BIJMOBITHAM JIOCBIIOM, 1 T dac PO3MOBH 3 HUM TIPOCTO 3aTyMITHBO
MIPOTOBOPITH: «SI MpaItor0 HaJA MM MPOEKTOM, 1 Y MEHE BUHUKIIHA TEBHI CKJIATHOIT.
[{ixaBo, YM HE CTHUKQIKMCS BH 3 TAKOIO XK TMpoOiemoro». dDaxiBernp y AaHiil ramysi
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HaBpsJT BTPUMAETHCA BiA TOro, MO0 TMOAUIMTACS CBOIM  JOCBIIOM 1
MIPOJEMOHCTPYBATH CBOIO MalCTepHICTh. BiH MO’ke HaBITh 3alPONOHYBATH BaM CBOIO
JIOTIOMOTY Y BUpilIeHHI nmpobiemu. Lle cTBoproe 11103110 TOTO, IO €KCIEPT MPONOHYE
CBOi 3HAHHS 3a BJACHOIO 1HIIIATUBOIO, a HE Yy BIJIMOBIJIb HA IMIPOXAHHS MPO HaJIaHHS
KOHCYJIbTallli a00 0€3KOITOBHUX MOCITYT.

8. UapiBHe cji0Bo. byip nacka — yapiBHe cioBO. JIIoAM CXWUIbHI BUKOHYBATH
NpOXaHHS, B AKUX € «OyIb JaCKa», SKIIO TUIBKM y HUX HEMa€ BaroMHX HPUYUH
He poOUTH 1BHOro. [[iT 3 OUIBIIOI TOTOBHICTIO BHKOHYBATUMYTh BKa3IBKH CBOIX
0aThbKiB, SIKIIO B Hakazax Oyje 3By4yaTH CJIOBO «Oyap Jnacka». «byap mackay —
1€ TIOM SIKITyBa4 Haka3iB, IO CTBOPIOE BPAXEHHs, IO JIIOAWHA, SKYy THPOCIThH
BHUKOHATH 3aBJaHHS, BOJO/I€ IIEBHUM CTYIIEHEM KOHTPOJIIO Ha/l CUTYALII€IO.

9. Jaiite JroasiM 1i1103i10 KOHTPOJIIO. [11103110 KOHTPOJIO MOXHA CTBOPHUTH,
CTaBJSYM TNUTaHHS 3 BUOIpKOBMMHM BIANOBIAAMHU. Koiaum mpeacraBieHo Bl
aNbTepHATHBH, HAIl MO30K CXWJIBHHNA aBTOMAaTMYHO BHUOMpATH OAHY 3 HUX,
BUKJIIOYAalOuM BCl 1HII. Hampuknan, OaTbKu MOXYTh IOCTaBUTH CBOIM JIITAM
HacTynHe nuTaHHsA: «Mu 30upaeMocst Ha 00ia. Bu xouere mitu B McDonald’s abo
B Burger King?». MoxuBicTh BHOpaTH BIANOBIb CTBOPIOE Yy MdITEH 1I03110
KOHTPOJIIO, aJie B JIMCHOCTI CUTYAI[ll0 KOHTPOJIIOIOTh 0AaThKH, IKI 0OMEXKYIOTh BHOIp
pectopanamu McDonald’s 1 Burger King. IlponaBiii mocTiifHO BHUKOPHCTOBYIOTH
NUTaHHS 3 BUOIPKOBUMHM BIMOBIAAMU. KoM BU MPUXOIUTE B aBTOCAIOH, XOPOIIHIA
IpoJaBellb HE NMUTA€ Bac, YW XOUETE BH KyMUTH aBTOMOOUIb. BiH 3amutye, siki
MAaIllMHA BaM OLIbIIE TT000a0ThCs, CHHI a00 YepBOHI. SIKIIO BU BIIMOBICTE «CHHI»,
MpojaBelh MOKaXEe BaM CHHI MallMHH. SIKIIO BU CKaKe€Te «UYEpPBOHI», MPOJABEIb
MOKa)Xe BaM YEPBOHI MAIIMHU. SIKIO BU Ha3BETE IHIIUM KOJIp, MPOJABEIb MOKAXKE
BaM aBTOMOOLJIl HAa3BaHOTO BaMHU KOJIbOPY. XOpOIll MPOAaBLl Aa0Th MOKYIISM
UTI03110 TOTO, 1[0 TI KOHTPOJIIOIOTh MPOLEC MOKYINKH, TOAl SIK B AIMCHOCTI TOProBi
MpAaliBHUKHU KEPYIOTh BAMU 3a JIONNIOMOTOI0 PETENIbHO 3PEKUCOBAHOI MPE3EHTALll].
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for All Learners. LibreTexts. 2020. URL:
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ng_and College Success%3A A First-

Year _Composition Course for All Learners (Kashyap and Dyquisto)/00%3A_Fro
nt_Matter/07%3A Preface

What is Rhetoric?

In its simplest form, RHETORIC is the art of persuasion. Every time we write,
we engage in debate or argument. Through writing and speaking, we try to persuade
and influence our readers, either directly or indirectly. We work to get them to
change their minds, to do something, or to begin thinking in new ways. Put simply, to
be effective, every writer needs to know, and be able to use, principles of rhetoric.

Writing is about making choices, and knowing the principles of rhetoric allows a
writer to make informed choices about various aspects of the writing process. Every
act of writing takes place in a specific RHETORICAL SITUATION, which is a
situation or circumstance in which someone (a writer or speaker) must persuade an
audience to do something, to change their minds, to influence them, etc. This
"rhetorical situation” is the same concept that L. Lennie Erwin terms "the writing
situation” in his discussion on how writing is different from speaking (see "The
Difference between Speaking and Writing").

The three most basic, yet important components of a rhetorical situation are:

« The purpose of writing or rhetorical aim (the goal the writer is trying
to achieve or argument the writer is trying to make)

« The intended audience

« The writer/speaker

These three elements of the rhetorical situation are in a constant and dynamic
interrelation. All three are also necessary for communication through writing (or
speaking) to take place. For example, if the writer is taken out of this equation, the
text will not be created. Similarly, eliminating the text itself will leave the reader and
writer, but without any means of conveying ideas between them, and so on.

Other components of the rhetorical situation include:

« the medium (the form of communication)

«the allotted time for the message (how much time does writer have?
appropriate time to persuade?)

« the political, social, or cultural implications, place, etc.

All writing (or speaking) that is persuasive comes from a source of urgency
or EXIGENCE — a need to communicate the message.

NOTE
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Please note that the term “rhetoric” also is used to mean someone speaking
bombastic thoughts that are empty of meaning. The online Oxford dictionary defines
rhetoric also as “language designed to have a persuasive or impressive effect on its
audience, but often regarded as lacking in sincerity or meaningful content” and the
example they give is, “all we have from the Opposition is empty rhetoric.” Such a
meaning is unfortunately derived from the emphasis of rhetoric on presentation and
delivery. In this course, we will focus on rhetoric as a means of effective
communication as we aspire to become skilled rhetoricians ourselves.

The following video focuses on the use of rhetoric from the viewpoint as a
writer. As you watch, consider how the same elements hold true from the viewpoint
of a reader.

The Rhetorical Situation

When composing an essay, every writer must take into account the conditions
under which the writing is produced and will be read. It is customary to represent the
three key elements of the rhetorical situation as a triangle of writer, reader, and text,
or, as they are represented on this image, as "communicator,” "audience,” and
"message."

Figure 2.4.1: The Rhetorical Triangle

The Rhetorical Triangle

ethos/speaker /writer

Purpose
kairos... decorum...

logos/ pathos/
message/reason audience/appeal

Source: St. Edward's University

Changing the characteristics of any of the elements depicted in the figure above
will change the other elements as well. For example, with a change in the beliefs and
values of the audience, the message will also change to accommodate those new
beliefs.

What does this understanding of rhetoric have to do with academic and research
writing? Everything, really. If you have ever had trouble with a writing assignment,
chances are it was because you could not figure out the assignment’s purpose. Or
perhaps you did not understand very well who was your reader. It is hard to commit
to purposeless writing done for no one in particular, which is how many students
incorrectly approach academic writing.
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Rhetorical Appeals

In order to persuade their readers, writers must use three types of proofs, or
rhetorical appeals. They are logos, or logical appeal; pathos, or emotional appeal,
and ethos, or ethical appeal, or appeal based on the character and credibility of the
author. An additional appeal, called kairos, refers to whether a message is "of its
time period." It is easy to notice that modern words “logical,” “pathetic,” and
“ethical” are derived from those Greek words. In his work Rhetoric, Aristotle writes
that the three appeals must be used together in every piece of persuasive discourse.
An argument based on the appeal to logic, or emotions alone will not be an effective
one.

Pathos

Pathos can best be described as the use of emotional appeal to sway another's
opinion in a rhetorical argument. Emotion itself should require no definition, but it
should be noted that effective 'pathetic' appeal (the use of pathos) is often used in
ways that can cause anger or sorrow in the minds and hearts of the audience.

Pathos is often the rhetorical vehicle of public service announcements. A
number of anti-smoking and passive smoking related commercials use pathos
heavily. One of the more memorable videos shows an elderly man rising from the
couch to meet his young grandson who, followed by his mother, is taking his first
steps toward the grandfather. As the old man coaxes the young child forward, the
grandfather begins to disappear. As the child walks through him the mother says "I
wish your grandpa could see you now." The audience is left to assume that the
grandfather has died, as the voice-over informs us that cigarette smoke kills so many
people a year, with a closing statement, "be there for the ones you love." This
commercial uses powerful words (like "love™) and images to get at the emotions of
the viewer, encouraging them to quit smoking. The goal is for the audience to
become so “enlightened" and emotionally moved that the smoking viewers will never
touch another cigarette.

Ethos

Ethos can be seen as the credibility that authors, writers, and speakers have
when they present themselves in front of an audience. If, on the first day of class,
your professor walked in, kind of bent over and looking like they had been out all
night and picking their nose, how would you perceive that instructor? What would
your view of the class he takes be? How confident would you be that this person
knows what they are talking about?

Ethos encompasses a large number of different things which can include what a
person wears, says, the words they use, their tone of voice, their credentials, their
experience, their relationship with the audience, verbal and nonverbal behavior,
criminal records, etc. At times, it can be as important to know who the person
presenting the material is, as what they are saying about a topic.

Many companies, especially those big enough to afford famous spokespeople,
will use celebrities in their ad campaigns to promote the sale of their products.
Certain soft drink companies have used the likes of Ray Charles, Madonna, and
Britney Spears to sell their products, and have been successful in doing so. The thing
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you need to ask yourself is: what do these celebrities add to the product other than
their fame? Or is it their relationship with the audience that is the selling point?

Often times ads for medical products or even chewing gum might say that four
out of five doctors/dentists recommend a certain product. Some commercials may
even show a doctor in a white lab coat approving whatever is for sale. Now, provided
that the person you are viewing is an actual doctor, this might be an example of a
good ethos argument. On the other hand, if an automotive company uses a famous
sports figure to endorse a product, we might wonder what that person knows about
this product. The campaign and celebrity are not being used to inform the consumer,
but rather to catch their attention with what is actually a faulty example of ethos.

How does this apply to writing? To begin, if you are going to cite an article
about racial equality published by the Ku Klux Klan, or a Neo-Nazi organization, this
might send up a red flag that this particular article might be written from a biased
viewpoint. You need to research an author's background to re-assure yourself that
what they are writing is unbiased. Also, if you are trying to present a formal project,
you may want to increase your positive ethos by using appropriate terminology.
Writing that "abortions are all whack and stuff” is probably not the best way to
convince your audience of your point of view. It may happen that you as a writer
adopt different voices for different assignments, but your word choice and your
approach to the assignment should reflect what it is you want to say.

Logos

Logos is most easily defined as the logical appeal of an argument. Say that you
are writing a paper on COVID-19 and you say "COVID-19 is just like the flu, so we
should take the same measures as the flu." This statement is illogical because the
virus itself, it's characteristics, and the overall situation is not like that of the flu. The
statement has an illogical comparison. The COVID-19 virus is in a different family of
viruses (corona viruses) than are the various influenza viruses, such as H1N1.
COVID-19 displays a wide variety of symptoms (or no symptoms) and is much more
contagious precisely because it can be transmitted without any symptoms. In
addition, we have immunizations against the flu virus, which we do not yet have for
the COVID-19 virus.

Kairos

"Kairos" is an important, but sometimes illusive, rhetorical term. The word itself
means "time," and time is central to the concept, which means the "right time" or the
"ideal moment™ for communicating. Kairos is basically about the context of the
moment: what's relevant to the audience at any particular time? Some rhetoricians
describe kairos as a fourth "appeal™ because rhetors frequently appeal to the urgency
of a particular time or moment to engage an audience.

Timing, as they sometimes say, is everything. Rhetoric is about finding the best
"available means" of persuasion "at any given moment" or "in any given case." Past,
present, and future (“forensic,” "epideictic," and "demonstrative" as the video, below,
on labels them) are definitely part of the picture here, as well.
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Abstract. The lecture is one of the most common forms of instruction in
universities throughout the world being used as a form of studies, with the aim of
conveying knowledge to a large number of students. The article looks at the nature of
the academic lecture genre, its specific characteristics in comparison to other types
of written or spoken modes of different genres. It introduces key theories of Genre
Schools, such as New Rhetoric Studies, Systemic Functional Linguistics and English
for Specific Purposes, explores the peculiarities of the university lecture as a
separate genre, looks at its structure and studies the characteristic features.

Introduction

The author of the present article aimed at investigating the characteristic features
of an academic lecture by looking at the findings of the schools of Genre studies and
studying the probable macro-structure of a lecture. The idea underpinning the study
was to find out the common features and peculiarities that are characteristic to
contemporary lectures delivered in English as lingua franca to international students
regardless of the field of their study with the further practical application of lecture
structural models in the improvement of the efficiency of non-native speaking
lecturers’ discourse or preparing prospective and novice lecturers.

1. Theoretical Framework

During the last several decades, linguists have directed their attention to the
study of written text and spoken discourse, including the lecture as a central spoken
genre in higher education in Europe and many countries world-wide (e.g. Refs. [1-
2]). Three schools of Genre Studies were formed - New Rhetoric Studies, Systemic
Functional Linguistics and English for Specific Purposes, though all three have been
preoccupied with some specific study of genres, the distinction between the
approaches is often vague, so they can be seen as complementary, rather than
competing approaches.

1.1.  New Rhetoric Studies

New Rhetoric Studies [3-4] is also called Rhetorical Genre Studies (RGS) with
the term RGS coined by Freedman [5- 6] and developed by Bawarshi and Reiff [7].
The approach to discourse implicit in RGS was first introduced in Carolyn Miller’s
article "Genre as Social Action" [8]. Miller (in Ref [9]) explained the significance of
the genre studies for the pedagogical needs: "for the student, genres serve as keys to
understanding how to participate in the actions of a community", for example,
academic genres (a seminar, a workshop or a lecture) are usually tailored in such a
way (linguistically) that help learners associate the specialized knowledge (linguistic
forms, terminology, functional language) they acquire in the academic setting with
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their profession, get prepared for the active participation in the discourse community
they will be representing, for example, work in the tourism industry for the students
of the faculty of Tourism. Miller [8] proposed to consider genre as a social action,
Berkenkotter and Huckin [10] claimed that genres "can be modified according to
rhetorical circumstances”, "genres evolve, develop and decay”, and in other words,
although genres have a certain form, they should not be viewed as static texts as they
can be modified depending on the communicative situation.

1.2.  Systemic Functional Genre Studies

Systemic Functional Genre Studies, often known as ’the Sydney School’ of
genre studies, Hyon [11] lay out their theoretical foundation on the works of Halliday
[12], Halliday and Matthiessen [13], Halliday and Hasan [14-15] and Martin [16-17]
who considered language primarily as a resource for making meaning, rather than as
a set of rules. The importance of meanings in context is vividly shown in the
quotation of one of the forefathers of the SFL approach Halliday [18] who claimed
that "for a linguist, to describe language without accounting for text is sterile; to
describe text without relating it to language is vacuous." SFL involves the notion that
language consists of a set of systems which offers the writer/speaker choices in
expressing meanings. Systemic functional linguistics views meaning as social, where
social meaning impacts on linguistic forms and the role of form is to serve a social
function. Genre by SFL researchers is considered according to Ref. [19]:

) social because people participate in genres with other people;

i) goal-oriented because they use genres to get things done;

i) staged because it usually takes a few steps to reach people’s goals.

Martin [20] (in Ref.[21]) differentiated between spoken and written genres,
where the first may include "casual conversations, academic lectures, political
speeches, talk show interviews", and so on, whereas the second group includes:
"recounts, narratives, procedures, reports, explanations, expositions and discussions."
Representatives of Australian movement of genre studies the Functional School of
Genre theory looked at the functions of different texts. Users of separate genres may
always keep in mind the functions and aims of the texts that they create, whether the
aim is achieved and whether the choice of linguistic features is appropriate to the aim
of that specific genre. For example, a love letter will look ridiculous if the formal
clich¢ style of commercial correspondence is used or a lecturer may sound
unprofessional if he uses only private informal examples from his personal
experience to illustrate some concepts or ideas in the course of a lecture.

Having investigated findings by Halliday [22], Halliday and Hasan [15] and
Martin [17], Trappes-Lomax in Ref. [23] the following models and approaches
pertinent to SFL were set out:

a) language is seen not only as an autonomous system, but as a part of the wider
socio-cultural context;

b) language has a meaning potential - speakers and writers simultaneously
represent experience (the ideational function), manage their relationship with the
coparticipants (the interpersonal function) and produce dialogue or monologue (the
textual function);
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c) the realization of the meta-functions can be discerned at the micro-level of
clause-structure and at the macro-level of context (register features: field, tenor and
mode);

d) systemic functional linguistics provides a comprehensive theory of text
analysis and genre.

1.3. English for Specific Purposes (ESP)

Bhatia [24], Swales [25], Flowerdew [26], Hopkins and Dudley-Evans [27], St
John [28] have investigated genres in order to incorporate a better understanding of
how language is structured to achieve goals in specific contexts of use. The theory
has been especially welcomed by language teachers because of the expanding number
of culturally and linguistically diverse students. The term ’genre’ was first introduced
in ESP in 1981 in an article by Tarone and her colleagues [29]. The area of interest
included spoken and written language of non-native speakers in academic and
professional settings. Swales [25, 30-32], who has become a crucial figure in ESP,
has identified two key characteristics of ESP genre analysis:

a) focus on academic and research English and

b) use of genre analysis for applied ends. [25]

Swales discussed quantitative studies of the linguistic properties of registers of a
language with the purpose of identifying frequency of occurrence of certain linguistic
features in a particular register. The linguist referred to genres as ’communicative
events’ with special ’communicative purposes’ that possess their own "structure,
style, content and intended audience" [25:58]. The specific ’communicative purposes’
are determined by the members of a *discourse community’ who provide the rationale
and constrain the discourse structure, content, and purposes of a certain genre, and
define its rhetorical functions. By the term ’discourse community’ Swales [25:466]
meants a group of people who share common purposes, and the setting of
communication, for example, university lecturers and students of the same faculty
who attend lectures. Later Flowerdew [33] reviewed Swales’s approach to pedagogy
in Genre Analysis, acknowledged and elaborated on his concept of discourse
community and suggested six characteristics relevant to discourse communities,
which will be looked through below from the perspective of an academic lecture.

1."Common public goals" - the common goal of the lecture participants -
lecturer and students is the exchange and acquisition of new knowledge.

2. "Mechanisms of intercommunication among its members” (for example,
lecture room, seminar room).

3. "Membership within a discourse community depends on individuals using
these mechanisms to participate in the life of the discourse community" (students’
and lecturers’ background/ experience and the language competence).

4. "Discourse community utilizes and possesses one or more genres in the
communicative furtherance of the aims"; these genres must be recognized by
members of a discourse community (for example, lectures on Sustainable Finance
may be better understood and discussed by the students studying finance rather than
medicine, whereas medical discourse will most probably be problematic for the
discourse community of business or finance studies).
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5. "Discourse community has acquired some specific lexis, which can take the
form of shared and specialized terminology, such as abbreviations and acronyms"
This way, for example, a student who studies medicine might experience initial
difficulties in understanding professional financial terminology, especially, acronyms
and abbreviations. In other words, representatives of each discourse community
possess specialized lexical stocks and schemata knowledge of the profession which
can be ambiguous for the representatives of other discourse communities. This may
mean that the content and the lexical units of the specialized subjects of other fields
delivered to students for whom this subject is out of their professional circle have to
be simplified to some extent and adapted to the needs of the target audience.

6. "A discourse community has a threshold level of members with a suitable
degree of relevant content and discoursal expertise” who can pass on knowledge of
shared goals and communicative purposes to new members. So, shared goals and
discoursal expertise of lecturers in the specific field are sent to the target audience
(students) who in the course of time start belonging to the same discourse community
as their lecturers.

hree genre schools considered that "a typical ESP approach to genre analysis
will begin by identifying a genre within a discourse community and defining the
communicative purpose the genre is designed to achieve. From there, the analysis
turns to an examination of the genre’s organization - its schematic structure - often
characterized by the rhetorical "moves”, and then to an examination of the textual and
linguistic features (style, tone, voice, grammar, syntax) that realize the rhetorical
moves." In other words, a linguist who wants to do the analysis of some text or
discourse will proceed from a genre’s schematic structure to the lexicogrammatical
features, and as Flowerdew noted in Ref. [34], the process tends "to move from text
to context."

Although the three Schools of Genre studies developed separately in different
geographical areas and were focused on different objects of study, they have much in
common. Both Sydney School and the ESP Genre School stressed the need to
recognize the social dimension of genre (“genres are social actions™); emphasized the
addressee, the context and the occasion [35]. The difference between systemicists and
ESP specialists lies in the target audience, where the former focuses on students who
acquire English as a second language or whose English skills need improvement and
the primary audience of the latter are students in EFL situations or those who study
English for academic purposes. The present research will use findings of all three
Schools described above, for example Bakhtin’s (New Rhetoric School) views on
speech genres, Halliday’s (SFL) dimensions of tenor, field and mode, Swales’s views
on genre studies and other findings.

2. Genre, Register, Discourse, Style

Genre studies go back to the Ancient Greek times when Greek rhetoricians
pointed out the systemic differences in purpose and structure between lyrics, epics
and other literary forms. Aristotle in his Poetics [36] used the word genre in the
meaning of ’kind’ or ’form’ to refer to major types of literature: poetry, drama and
the epic. The present research requires the explanation and exemplification of the
concepts genre, register, discourse and style since they are often encountered in
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diverse interpretations in the theories of genre, discourse, corpus linguistics and other
studies and can sometimes be confusing and misleading for the readership. As we
have previously seen ’genre’ was presented by the scholars of all three schools of
genre studies as a multidimensional and a complex concept. The present part of the
article will provide definitions by all three schools and will find those most suitable
for the present research. Bakhtin [37] defined genres as "relatively stable types of ...
utterances” within which words and sentences attain typical expressions, relations,
meanings, and boundaries, and within which exist "typical conception[s] of the
addressee™ and typical forms of addressivity. Other scholars of the New Rhetoric
School, for example, Berkenkotter and Huckin [38] considered that "genres are
dynamic rhetorical forms that develop from responses to recurrent situations and
serve to stabilize experience and give it coherence and meaning", Freadman [9],
Devitt [39], and Orlikowski and Yates [40] claimed that genres do not exist in
isolation but rather in dynamic interaction with other genres.

Nunan [41], representing ESP School of genre studies defined genre as "a
purposeful, socially constructed oral or written text such as narrative, a casual
conversation, a poem, a recipe or a description. Each genre has its own characteristic
structure and grammatical form that reflects its social purpose." Nunan’s definition of
genre explains in a simple way that in order to belong to a specific genre, the text
needs to have some social purpose, it should have different characteristics in structure
and grammar, however the definition does not seem to be complete because it does
not explain what exact characteristics the text may possess. One may find a more
detailed definition of genre in the Encyclopedic Dictionary of Applied Linguistics
[42] compiled on the basis of the works of the representatives of ESP school of genre
theory Bhatia [24], Cook [43] and Swales [25]:

"Genres are types of spoken and written discourse recognized by a discourse
community. Examples are lectures, conversations, speeches, notices, advertisements,
novels, diaries, shopping lists. Each genre has typical features. Some may be
linguistic (particular grammatical or lexical choices), some paralinguistic (e.g. print
size, gesture) and some contextual and pragmatic (e.g. setting, purpose). Some genres
overlap (a joke may also be a story) and one can contain another (a joke can be a part
of a story)..."

This perception of genres as if clarifies Nunan’s definition by specifying what
characteristics/features genres may vary in: linguistics, paralinguistic, contextual and
pragmatic. It also states the intertextual or interdiscursive aspect of genres, for
instance, the speech of a lecturer may include quotations and stories from other texts
by other authors, the so-called process of recontextualisation can be noticed in the
discourse.

Some SFL scholars (Halliday [22], Frow [44]) viewed the concepts of genre and
register as synonyms whereas others, for example, Martin [45] strongly differentiated
between these two concepts. Martin considered genre being realized through
registers, and registers being realized through languages. That is why the text from
one genre may contain elements of tenor, mode and field from another text of another
genre. The contextual variables of ’field’, ’tenor’ and 'mode’, first introduced by
Halliday [18] have been elaborated on by Martin and Nunan, who claimed that *field’
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refers to what and where something is going on, for example, tennis, opera,
linguistics, cooking, building, construction, farming, education and so on. Martin [20
considered that ’tenor’ is connected with personal relationships between the
individuals involved in an activity, "e.g. the degree of power between two
interactants will determine how a particular event is carried out", whereas mode’
refers to the channel of communication, whether the text is written or spoken, if it is a
face-to-face conversation or a telephone conversation. Nunan [46] also suggested that
two texts that are delivered to the receiver via different modes can belong to the same
genre. The example provided by Nunan [46] shows that one and the same task
discussed by the same interlocutors but using different channels (modes: face-to-face
and a telephone conversation) brings to different text types within the same genre.
Field and tenor remain the same, but the modes change. The difference between the
definitions of genre and register proposed by Nunan [46] is that genre relates to the
context of culture, but register relates to the context of situation.

In the context of the present study, the concept genre will be used to refer to the
social processes existing in institutional contexts and fulfilling communicative
purposes; register will allow relating text and context through the features of ’field’,
‘tenor’ and 'mode’. In the context of the present study the ’filed’ refers to topic,
theme of the lecture, a so called ’social activity’, ’tenor’ answers the question *Who’
and applies to the status of participants - in our case - lecturer and students, ascribes
the relationship and the interpersonal skills of the actors, whereas ’mode’ is
concerned with the channel of communication, the format in which communication
takes place, for example, a lecture as well as the format in which the lecture occurs,
this is spoken mode. We agree that the constituencies of register may differ, but not
necessarily the genre will immediately change, consequently, the lecturer’s speech
may change from monologue to the interactive mode of information delivery,
however it will still belong to the genre of an academic lecture

The *mode’ continuum suggested by Nunan [46] can be adapted to the purposes
of acquiring the content within academic genres and can be depicted as presented in
Table 1. Depending on the possibility of contact between the interlocutors (in our
case a lecturer and students) the ’quality’ of feedback may differ from immediate to
delayed: the interactive style presupposes a two-way communication, the closer there
is the verbal contact between interlocutors, the more chance there exists for the
immediate feedback, the easier way speakers may interfere into the conversation, ask,
interrupt and fulfil other communicative functions. A monological style involves
active role of a speaker - speech of one participant and more passive roles of listeners
(students) - the listening process of other ’stakeholders’ who may have a "responsive
attitude™ [37] toward the speech, the feedback is less noticeable because participants
(students) do not share their thoughts aloud although they may have inner mental
processes taking place, that can be accompanied with the non-verbal behaviour
demonstrating their feedback, the feedback can also be delayed until the moment
when listeners (students) have to demonstrate the acquired knowledge in any form of
test. Communication in a distant form, for example a lecture by Skype or a webinar
may evoke immediate feedback when students ask or write questions and provide
comments, however due to some technical discrepancies that can sometimes occur,
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students’ feedback can be more delayed than during faceto-face communication.
Written genres, such as, for example, reports, handouts and textbooks that may also
serve as a study form do not presuppose the immediate feedback since they require
more time for the cognitive processing of information - reading, considering and only
then coming back with the reaction in the form of test, oral communication with a
lecturer or any other form of test of knowledge.

Biber and Conrad [47] differentiated among the terms ’register’ and ’style’
referring them to different perspectives on text varieties. They considered that the
difference of style and register lies in the fact that style "reflects aesthetic
preferences” of a particular author in some particular historical period. Style is
connected with the individual use of language; it can also reflect the preferences of
the user, for example, laconic style of writing or speech versus open and generous use
of language or, the use of a monologue-type lecture versus an interactive style with a
lot of student engagement. Leech and Short (in Ref [48]) define style as "the way in
which language is used in a given context, by a given person, for a given purpose and
so on." Style is restricted to the style of an author / speaker and can be characteristic
of a situation, a character, a text, linguistic expressions used over time. ’Discourse’ is
a more general concept that includes ’genre’ and the ’register’ of some particular
genre. It is "language above the sentence™ or "language produced and interpreted in a
real-world context™ [49]. Discourse implies the use of both spoken and written modes
of language.

ESP scholars, such as Paltridge [50], Richards and Schmidt [51] defined genre
as a type of discourse that takes place in a particular setting, has "distinctive and
recognizable patterns and norms of organization and structure” and has distinctive
communicative functions. Genre is considered as if a kind of structure for discourse
where genre shapes the content and purpose of discourse and consequently any type
of genrebased discourse has a particular content that people expect within this genre.
So, if we want to organize all the abovementioned concepts in the framework of their
meanings, then genre would be placed between discourse and register in the
hierarchy, whereas style would follow register - see Table 2.

Any discourse will belong to some specific genre, dependent on the
communicative purposes of the speaker, whereas the genre will use some specific
register, for instance a written mode or an oral mode, with the individual stylistic
features of the author. So, for example, academic discourse may have different genres
within it (lecture, seminar, workshop, conference, class, webinar, text book), whereas
all these genres may belong to different modes (spoken, written, face-to-face,
monologue, dialogue, conversation, etc.) with one speaker choosing the individual
style (e.g. preferring reading aloud, whereas another speaker choosing to interact with
students and to engage them in communication). Table 3 was worked out by the
author of the present article on the basis of the definitions of ’genre’ by SFL and ESP
scholars and demonstrates the example of the above hierarchy and the possible
variations. Table 3 also demonstrates that texts of different registers and genres can
belong to the category of similar discourse (academic discourse) regardless of
whether they are of spoken or written mode.

3. Genre of the Academic Lecture
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The lecture is one of the most common forms of instruction in universities
throughout the world. All educational institutions use the lecture as a form of studies,
with the aim of conveying knowledge to a large number of students [52-54]. Lectures
are an example of genre, they may be attended by the students of mathematics, but
also by the students in other fields, therefore lectures represent a genre, but not a
register. Lectures are supposed to be delivered by experts who possess practical and
theoretical knowledge in the field of their subject, have excellent presentation-making
and socializing skills; lecturers are able to give examples of practical application and
to relate personal experience with the content of the lecture. A successful lecture
would be presenting relevant content to the motivated audience in the appropriate
setting, delivering "value-laden discourses in which lecturers not only present
information to the audience, but also express their attitudes and evaluation of the
materials" [55-56].

Social science lectures delivered through the spoken channel are also
characterized by social relations of the participants and their mutual interaction
(lecturer - student, student - student, and student - lecturer). However, sometimes
lecturers prefer to choose the monological type of lecture that is deprived of any
interaction with the target audience, is speaker-focused and does not expect students’
feedback.

Lecture is an example of an ’oral academic genre’ which has been studied by
such researchers as Gime nez [57], Belle’s and Fortanet [58] or ’pedagogical process
genre’ as Thompson [55] and Lee [56]. Representatives of ESP school of genre
studies (Carter and McCarthy) consider lecture a pedagogical genre [59],
Camiciottoli [60] who represents school of Systemic Functional Linguistics considers
that a lecture is a genre realized through the pedagogic register, "featuring the
informational content of the lecture as field, the lectureraudience relationship as tenor
and face-to-face spoken language as mode". The lecturer is supposed to fulfill
different functions during a lecture: to describe objects, notions, concepts or events in
their static and dynamic form, to narrate, creating a sequence of events, where there
are the stages of problem crisis, and solution or resolution, to inform, explai discuss,
develop cause and effect arguments, to provide definitions, to compare and draw
conclusions. This process is ensured by the fact that lecturers usually are aware of the
genre specifics of the academic lecture. As Flowerdew [1] pointed out, lecture
research: "knowledge of the linguistic/discoursal structure of lectures will be of value
to content lecturers in potentially enabling them to structure their own lectures in an
optimally effective way."

Academic lecture as a separate genre may be attributed to the secondary genre
[37], since a modern lecture is a combination of written and spoken genres - the text
in the Power Point presentation often includes quotations from other texts (written or
oral); the lecturer uses theoreticians’ quotations while delivering the lecture; thus, he
bases his discourse on the texts of other authors.

Dual style of a lecturer, each new lecture is unique and cannot be reproduced
word for word by any other lecturer, even by the same author, because the cognitive
and communicative processes are dynamic, ever-changing, and situative (occurring in
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relation to a specific situation) that may be dependent on such circumstances as target
audience (e.g. students), setting (lecture room), time of the lecture, et cetera.

The idea of Bakhtin [37] about "responsive attitude™ of speech communication
may be applied to the situation of an academic (university) lecture - students’
perception of the lecturer’s discourse does not always result in an immediate response
but can lead to delayed action - a student uses thoughts and words of a lecturer in his
further work in the subject - a test, a seminar, creating a written text and later,
hopefully in the course of his professional life. As Bakhtin [37] satted: "any speaker
Is himself a respondent to a greater or lesser degree" as a result, any utterance
produced by a speaker is a "complexly organized chain of other utterances." In other
words, both a lecturer and students become speakers and respondents who reproduce
other speakers’ utterances. Moreover, the lecturer may also use students’ ideas and
words; the so called cyclic process takes place.

An important characteristic of spoken genre is the fact that there is no direct
distinction between a sentence and an utterance in the speech [37]. It is important to
note that not always the boundaries of sentences are determined by the change of the
speaking subject. This peculiarity of speech that can be noticed while listening to an
academic lecture can cause a problem with the lecture perception; this may occur in
the situation when a lecturer is not a good orator and does not use pauses for the
demonstration of the change of the topic or end of the theme, or uses pauses in places
that mislead the listeners from the right perception of the lecture. The idea of ’speech
plan’ generated by Bakhtin [37] or ’educational exigence’ sounds applicable in the
context of a university lecture - the lecturer has a plan of his speech that he follows,
does not matter, how spontaneous or improvising the discourse may sometimes
sound; the lecture is a separate genre, that expects a lecturer choosing the most
applicable forms of address to the audience, using specific terminology, characteristic
to the subject being taught.

The lecture is characterized by such concepts as ’involvement’ and ’detachment’
[61] - different concerns and relations that speakers and writers have with their
audience. Unlike writers who are removed from their audience, lecturers need to
communicate and to reflect their own emotional participation - ’experiential
involvement’ [61]. The importance of the lecturer, his presence / authority in the
discourse he creates - expression of personal feelings, attitudes and emotions [62],
’stance’ have been studied by Biber [63].

Lecture is an interactive and an involving activity. The characteristic features are
the use of special lexicalgrammatical elements that serve different functions, for
example, inviting students to speak, asking, confirming, disagreeing, and etcetera.
The interactional dimension of speech has been elaborated by Goffman [64] who sees
speech as "participation framework", he distinguished different speaker production
formats that include:

a) ’animator’ (the person who physically produces the text/speech);

b) ’author’ (the person who is the author of the speech) and

c) ’principle’ (the person or organization who endorse the content of the
speech).
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Goffman recognized the triple role of lecturers as principal, author and animator
all in the same person and whose ’status’ can change when, for example, a lecturer
shifts to a more personal self, e.g. digressing from the topic of a lecture. Another
characteristic feature of the academic lecture as a genre is the aspect of
‘contextuality’, ’situationality’ or ’improvisation’. The lecture, does not matter how
many times the lecturer has spoken about the same topic, is always delivered at the
moment of speaking; it is a flow of speech that is dynamic, never static, never the
same. The main characteristics of the academic discourse could be:

1) the speech of a lecturer should be logical and consistent;

2) the speech should be systematic and clear;

3) the speech elements can be of standard type, lecturers may use cliché - type
phrases in the metadiscourse of a lecture;

4) the speech should be objective;

5) the speech should be unambiguous;

6) the speaker should be laconic;

7) the speech should have intellectual expressivity.

1) the speech of a lecturer should be logical and consistent; 2) the speech should
be systematic and clear; 3) the speech elements can be of standard type, lecturers may
use cliché - type phrases in the metadiscourse of a lecture; 4) the speech should be
objective; 5) the speech should be unambiguous; 6) the speaker should be laconic; 7)
the speech should have intellectual expressivity.

It is important to note that the lecture as a genre is changing and has changed a
lot from the times when it was first used as a pedagogical form from old-fashioned
"chalk and talk" (as information transmission) and "sage on the stage" (an educator,
who imparts knowledge by lecturing to an audience; the method of imparting
knowledge used by such an educator) to a more interactive and more constructive
"guide on the side" - as pointed out in Ref. [65].

Genre mixing [66] has become a contemporary trend of a modern lecture - a
combination of spoken and written / formal and informal registers, supplementing of
speech with the use of visual materials demonstrated with the help of various modern
means. Decades ago it was an overhead projector, today these are programmes such
as PowerPoint, YouTube, Prezi, Elluminate Live, VoiceThread, Adobe Captivate and
other technical aids.

Aguilar [67] quoted in Camiciotolli [60] has mentioned the hybrid nature of peer
seminars, sharing some features with lectures, conference presentations and written
research article. However, the hybrid nature can be attributed to a genre of an
academic lecture too, because lectures today often are a mixture of different
pedagogical genres: a research article that may be quoted by a lecturer, a seminar,
when a lecturer invites students to interact; group work, discussion or a conference,
when a lecturer asks students to present some works within the lecture.

A lecture today is "a remarkably adaptable and robust genre that combines
textual record and ephemeral event and that is capable of addressing a range of
different demands and circumstances, both practical and epistemological” [68].
Bohme (quoted in Ref.[68:101] introduced the term "transmedial culture" to denote
the significance and the emphasis of media on the modern culture in pedagogy.
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The use of multiple sources of information both in oral and verbal ways makes
the process of lecture more complex and the perception of lecture by students more
intricate. Students today are forced to multitask - not only listening to the speaker and
taking notes, but following the speech and reading the written text from the screen,
perceiving video-recorded volumes of information. As a result, information
processing is becoming more complex.

The academic lecture can be an example of ’interdiscursivity’ [69-70] - one
genre interacting with another - for example a genre which represents a combination
of spoken discourse (speech of a lecture) and written mode (Power Point
presentation) and ’intertextuality’ [71-72, 37] having texts created by lectures on the
bases of other texts and adding stories or quotations of other authors into the newly-
created text (discourse). Bakhtin [72, 37] emphasized the ’dialogic’ qualities of texts,
that is, how multiple voices are transformed, Kristeva [73] talked about the ways in
which texts and ways of talking refer to and build on other texts and discourses.
Recent ESP approaches to genre study acknowledge the dynamic and interactive
nature of genres [7], they attend to what Swales calls "genre chains", "genre systems"
[74], "genre sets" [75] - taking into account other genres with which the target genre
interacts and "intertextuality” - borrowings from other texts, one genre interacting
with another, one genre is necessary antecedent for another” [32] or as Counine (in
Ref. [76]) called it "separating an interior and an exterior". Fairclough [76] and Hyatt
[77] use the term “interdiscursivity”. Intertextuality may take various forms;
Flowerdew [78] summarized the findings on it ([71-72, 37, 75-76] and worked out
the typology of intertextuality. The author of the present article adapted it for the
purposes of the analysis of the intertextuality of academic lectures - see Table 4.

All these types of intetextuality are interconnected, although lecture as a
separate genre is mostly characterized by "manifest intertextuality™ (horizontal) when
the lecturer quotes other authors on whose materials his course is based, paraphrases
or generalizes the citations of others manifesting their ideas in discourse, projecting
their identities in his text. "Constitutive intertextuality” (vertical) in a lecture
discourse may be noticed if the speaker exemplifies several authors who contradict
one to another or quote something ironically. Since the course usually contains a
series of consequent lectures, *functional intertextuality’ may also be observed, when
the lecturer continues a new lecture with the use of information from the previous
lecture. Finally, it is worth mentioning Camiciottoli [60] who pointed at the
interconnected nature of the concepts of interdiscursivity and intertextuality relating
to the academic lecture: "When preparing lectures, speakers often draw from texts
written by others and refer to these explicitly during the lecture itself. While
speaking, they may make reference to various written texts, such as a textbooks,
handouts, overhead slides or writing on the chalkboard. Thus, formal written texts are
transformed into spoken discourse of a more conversational and interactive nature,
thus rendering their concepts more accessible to learners."

Interdisciplinarity may be called as another important feature of academic
lecture genre. It applies to social science lectures delivered in English, since a lecturer
Is not only a subject expert but also a language researcher - one who is obliged to
make mental notes on terminology - looking for the translations of concepts, thinking
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about the appropriate formulation of sentences in a foreign language. Lectures are
always interdisciplinary because there is no science that is purely homogenous. Most
social science lectures incorporate topics from other disciplines, for example, the
subject Intercultural Communication may include information of such subjects as
History, Linguistics, Anthropology, Geography, Economics, Social Psychology,
Communication, Information Technologies, Globalization and others. Moreover, a
modern lecture today comprises the use of statistics, visual arts (e.g. graphics,
diagrams), social sciences and other disciplines.i

*kx

Conclusion

The present article investigated Genre theories and the nature of a university
(academic) lecture as a separate spoken pedagogical genre with its specific features.
It was concluded that lecture is an example of a secondary spoken genre with social
exigence, speech will or social purpose to provide new information by a lecturer to a
group of students. Using the findings of Systemic Functional Linguistics, lecture is a
social, goal-oriented and staged activity with a logical plan (stages), composed and
realized by the lecturer. In the course of a lecture using specific linguistic features
lecturers may fulfill different functions and purposes. Swales’s concepts of the
communicative event, purpose and discourse community are applicable to the context
of the university lecture, making academia that is lecturers and students, belong to the
same discourse community that shares common goals and uses a common language.
Bhatia’s and van Dijk’s views on the discourse genre are applicable to conducting of
analysis in academic and professional settings.

The analysis of concepts of genre, register, discourse and style has helped in
clarifying the terminology, placing discourse on top of hierarchy as the most general
term. It is followed by the concept of genre related to a particular context of culture,
where genre uses specific register, and style.

The lecture is characterized by ’involvement’ and ’detachment’ of lecturers
reflecting their emotional participation. It is an ’interactive’, ’contextual’,
’situational” and to some extent ‘improvising” activity of a highly dynamic nature. It
is a changing genre which has transformed from a one-way lecture speech imparting
knowledge to a more interactive and constructive style. It is an example of ’genre
mixing’ - a combination of spoken and written registers, use of modern technologies
with the hybrid nature of seminars, lectures, conference presentations and written
research articles. The lecture has ’intertextual’ characteristics - lecturer’s text /
discourse is usually based on previously created texts and quotations of other authors.
A modern lecture has features of ’interdisciplinarity’, comprising a combination of
diverse sciences and disciplines.

The researcher investigated different ways of the analysis of the macro-structure
of the academic lecture and has developed a four - stage model that comprises moves,
including: 1) warming up, 2) setting up the lecture framework, 3) putting the topic in
context and 4) concluding the lecture. The analysis of seven authentic academic
lectures showed that some moves and steps may recur and repeat, although, as a rule,
a well-structured university lecture follows the model where all four stages are
present and follow one another.
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The style of a lecture is dependent on the purpose, subject, theme and
knowledge of students and can vary from ’reading’, ’talk-and-chalk’, ’fresh talk’,
’memorization’, ’aloud reading’ to ’participatory’ styles. The current investigation
was limited by a small number of lectures visited and analyzed, therefore it is
recommended that further research be undertaken.
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Persuasion is the act of convincing someone to change their beliefs or do
something you suggest. Persuasion has often been described as a delicate form of art,
but what exactly makes it so powerful? Understanding the art of persuasion can not
only help you learn how to influence others; it can also make you more aware of the
techniques others might use to try and change your beliefs and behaviors.
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To understand the art of persuasion, you must first understand the broader
definition of art. Art is both a process and product that:

« Expresses strong emotion

. Is intellectually challenging

« Is complex and coherent

« Conveys complex messages

« Shows an individual point of view

o Is original

« Produces an object or performance that requires a high degree of skill
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Although it is clear how all the features above apply to such art forms as
painting and performing music, not all apply to the art of persuasion. Persuasion isn’t
an art form in the same sense as painting or music, but rather involves the finely
tuned creative skills—or art—of language and communication. However, persuasion
does include some of the qualities of more traditional art forms. It’s intellectually
challenging, complex, expressive, and completely authentic to your character.

What Is the Point of Persuasion?

You may wonder why you should bother to learn how to persuade others. You
might even consider such an “art” to be diabolical or manipulative. However, the
truth is that every successful person has, at one time or another, been in a position
where they had to persuade someone of something. For instance, most people have to
persuade an employer to hire them before they can even begin to work and earn
money.

The art of persuasion runs through many human endeavors. Salespeople
persuade people to buy objects or services. Politicians persuade people to support and
vote for them. Con artists persuade people to fall for scams and spend money they
don’t have. You may persuade your teacher to let you take a makeup test, persuade
your girlfriend or boyfriend to marry you, or persuade someone to help with your
volunteer program. In fact, it’s pretty hard to find people getting anything done at all
without some form of persuasion.

So, whether you should learn better persuasion techniques really isn’t the
question. The question is why you haven’t done so already!

Factors to Consider in the Art of Persuasion

Anyone can practice the art of persuasion. However, it takes dedication to learn
how to do it effectively. Some people seem to have a knack for convincing people to
see things their way. If you’re finding it difficult to learn, it’s not the end of the
world. You can, and will, learn how to master this art. Below are some factors to
consider before you try to persuade somebody of something:

« Assess How Easy the Persuasion Will Be. You can begin by getting a
feel for how easy or difficult it will be to win over your audience. Researchers
have found several factors that influence how challenging it can be to convince
someone of something. You just need to follow the proper guidelines and
techniques.

«Group Membership. If you’re a member of a group, then you’re
statistically less likely to be convinced of subjects or ideas that go against the
views of your fellow group members. The existence of the group and your
loyalty to it tend to strengthen your resolve to stick with their version of the
truth, even if it’s completely inaccurate.
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« Low Self-Esteem. People with low self-esteem are statistically far easier
to convince than those with higher self-esteem. This is most likely because
those with low self-esteem tend to value others’ opinions more than their own.
The biggest challenge you’ll have to face here is determining the self-esteem
level of the person you’re trying to persuade. You can do this by analyzing
factors such as body posture, confidence of tone, and commitment to their
point of view.

« Inhibition of Aggression. If you don’t like to show aggression, then
you’re more likely to be overtaken by a smooth talker who is fluent in the art
of persuasion. Even if they make you feel uncomfortable about whatever
they’re trying to convince you of, if you lack aggression, it will make it easier
for someone to sway your opinions. People who aren’t prone to showing
aggression usually don’t challenge what another person is saying.

« Depressive Tendencies. Research shows that people who are depressed
are more easily convinced to accept someone else’s views over their own. This
tendency is largely due to factors like lack of aggression and self-esteem, as
mentioned above. However, you may find that some people who experience
depression are not actually persuaded by you, but simply agree with you to
avoid conflict.

« Social Inadequacy. Those who consider themselves socially inadequate
tend to be more easily persuaded. Even if they’re no more socially inept than
others, the fact that they see themselves that way leads them to place the
burden of conversation on the person they’re interacting with. This makes it
easier for that person to persuade them without challenge.

Now that you know some factors to consider before attempting to persuade
someone, let’s explore the process of persuasion.

How to Practice Persuasion: A Process
Getting the Right Introduction

It is extremely difficult to convince a stranger of something. For instance,
salespeople hate cold calling because they never know what type of person they’ll be
dealing with on the other end of the phone. They don’t know that person’s values or
preferences, or whether they belong to a group that is opposed to what or how they’re
selling. In fact, the one of the only things they do know is that the person called
doesn’t know, or trust, the salesperson.

If you can get an introduction from a mutual friend or acquaintance, you have a
much better chance of persuading someone to adopt your point of view. If you can’t
get an introduction, it helps to prepare yourself for anything before you attempt
persuasion. This is where excellent listening and communication skills enter the
picture.

The Value of Listening
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When you listen first, you gather the information you need to compose a
personalized pitch that will make sense to the person you’re trying to persuade.
Savvy political candidates don’t just show up at your door and start lecturing you.
Instead, they typically ask some questions about your views to find a starting point
for their persuasion. Pretty neat strategy, right?

In addition to gaining information from listening, you create the impression that
you value the other person and respect their beliefs. In turn, they’re more likely to
form a favorable opinion of you and listen to what you have to say.

Being Agreeable When You Don’t Agree

It’s important to express agreement with the person you’re trying to persuade as
often as possible. This indicates that you respect them and are open-minded.
Everyone wants to be thought of as intelligent, so if you refute everything someone
says, they’re likely to dismiss you. Of course, you can’t agree with anyone on
everything, nor should you. If you did, you wouldn’t be able to convince your
audience to change their position. What you can do, however, is have an agreeable
attitude that acknowledges the reasoning behind what they believe and the choices
they’ve made.

Subtlety Is Crucial

If you can say exactly what you want someone to believe and they immediately
believe it, there isn’t much of a need for persuasion. More commonly, you need to
show them in subtle ways why your viewpoint is correct. There are many different
persuasion techniques to use, but the most effective are those that aren’t blatant or
obvious. Instead, they’re built on drawing comparisons, storytelling, and recognizing
the other person and where they stand.
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Persuasion and Morals

The art of persuasion requires patience and commitment to the process. If it
were a matter of simply saying “Believe me!” there wouldn’t be much persuasion
involved. In order to change someone’s mind, you need to take the time to develop
your arguments and explain your rationale, subtly and consistently. If it’s a simple
message, it might not take long to deliver. But if you want to communicate something
more complex, you need to be patient with your audience and keep them engaged.

Whose Conclusion Matters?

When you draw your argument to a close, you may present your conclusion as
the obviously correct one. However, people are more easily persuaded if they believe
they’re reaching their own conclusion. They want to believe that it’s their idea to
change their viewpoints, beliefs, or actions. The good news is, if you’ve presented
your argument in a way that makes sense to your audience, they’ll likely assume that
their change in thinking was their own decision. They’ll therefore be more likely to
continue to hold onto that opinion and, more importantly, act on it.

Ethical Concerns

There are a few ethical dilemmas to consider if you decide you’re going to
practice the art of persuasion. Many people have used persuasion techniques
maliciously to harm or take advantage of others. Before you try to convince someone
to agree with you, think about what the impact on them will be if you succeed.

Will that person gain or lose? Is it in their best interest to accept what you bring
to the table?

Undue influenceis a legal term that means you persuade someone to act
contrary to their own free will or without attention to the consequences. This
becomes an issue when someone is incapacitated in some way and unable to make
their own decisions. For example, a caregiver might convince an older adult to
change their will and leave everything to the caregiver. If you’re considering
practicing the art of persuasion, it’s a moral imperative to avoid undue influence. It
will also keep you out of legal trouble.

Falsifying Evidence

Whether you’re in court or making a post on social media, it’s wrong to present
falsified statements, documents, or images to prove your point. If you want to be
responsible in your practice of persuasion, you need to make sure that the evidence or
supporting information you’re presenting is, to the best of your knowledge, accurate
and legitimate.

Perpetuating Scams
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People who use their mastery of persuasion to scam others typically don’t care
whether what they’re doing is hurting others. Often, the people they end up
convincing then attempt to convince others of the same thing without understanding
that they’ve been conned. To avoid perpetuating others’ scams, it’s important to get
your facts straight and always stay alert to the possibility of deception.

So Is Persuasion Good or Bad?

Like any other form of art, persuasion is neither positive nor negative in and of
itself. It is how you use the art of persuasion, and for what purpose, that determines
whether you’re contributing something worthwhile to the world.

The inability to persuade others can be a great handicap in life. You might have
trouble getting a job, buying a home, or taking the next step in your relationship. Or,
you may find that you’re too easily convinced and fall for every scam presented to
you. If so, there are several ways to decrease your susceptibility to falling for every
slick come-on. A therapist can help you build your self-esteem, improve your social
skills, and even learn to manage your depression. These factors will make you less
vulnerable to deception.

Seeking Guidance

Want To Learn How To Win Friends And Influence People?

You can talk to a licensed counselor at BetterHelp to get the help you need.
Online therapy is affordable, convenient, private, and can help you uncover your
hidden strengths. Whether you need to learn to be more persuasive or to scrutinize the
persuasion tactics of others, therapy can have a major impact. You can learn about
both sides of the art of persuasion well enough to both get what you want more easily
and protect yourself. You deserve to be happy—Iet us help.
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The Role of Therapy in Increasing Assertiveness

Closely connected to the art of persuasion is assertiveness, or the firm but
respectful communication of thoughts, feelings, and needs. Research shows that when
we do not assert ourselves, we can experience depression, anxiety, anger, and low
self-esteem. But for some people, assertive behavior is extremely difficult.

Assertiveness training is the teaching of open, proactive communication in a
therapy setting. The assumption here is that assertiveness is not innate but learned,
and practicing skills with a licensed therapist can be a transformative experience.

Moreover, assertiveness training can be an effective treatment for mental health
conditions including depression, social anxiety, and problems resulting from
unexpressed anger. Assertiveness training can also be useful for those who wish to
improve their interpersonal skills and sense of self-respect.

Online Therapy for Assertiveness

As discussed above, therapy with a licensed therapist can help increase
assertiveness, an essential ingredient in the art of persuasion. But when you are
struggling with symptoms like low self-esteem, face-to-face therapy can be
challenging. This is where online therapy comes in. You can access BetterHelp’s
platform from the comfort and privacy of your own home. In addition, online therapy
offers lower pricing than in-person therapy because online therapists don’t have to
pay for costs like renting an office. BetterHelp’s licensed therapists have helped
people learn to assert themselves. Read below for some reviews of BetterHelp
therapists from people experiencing similar issues.
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Abstract. This essay discusses four pivotal moments in the consideration of
whether rhetoric is an art. Section | sets the stage by briefly discussing the charge
against rhetoric found in the Gorgias. Section n sketches the arguments of Sextus
EmpUicus and shows how they can be tiaced back to a single objection impUcit in
the Socratic charge, namely that the putative subject matter of rhetoric is
indeterminate. Section Ill reviews several arguments presented by QuintiUan, most
of which can be usefulUy formulated as responses to Sextus. Section W shows how
QuintiUan in fact reflects a Une of thought first presented by Isocrates in Against the
Sophists. The essay articulates what is common in the "common stock™ of arguments
about whether rhetoric is an art, and why the argument is one of intrinsic
importance.

* %k k

The question of whether rhetoric is an art has had a long and tenacious Ufe. It
was debated continuously throughout antiquity, from Plato's Gorgias and Isocrates'
Against the Sophists, through the works of Cicero, QuintUian, Philodemus, and
Sextus Empiricus. It was satirized by Lucian and discussed at great length by Aris-
tides.*" Recently it was the subject of a very nice article by Jonathan Barnes and a
polemic by Brian Vickers. But this question has more than staying power, for within
it lies a fundamental issue: Can human Ufe, can the realm of politics and pubhc
speeches, of praxis and logos, be rendered fixed and stable? Is there anything in this
world of human affairs that can be counted upon, that can be known with reUabiUty?
Is the poUtical world in any way analogous to the alphabet, whose subject matter is
the paradigm of determinacy?

When Socrates says rhetoric is not a techne, he does so be- cause of his
conception of techne as a determinate body of knowl- edge, and what he takes to be
the indeterminate subject matter of rhetoric. When Sextus Empiricus reports the
standard objections levelled against rhetoric, it becomes clear they all derive from
this basic Socratic objection. There is something about the effort of talking (and
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pleasing) everyone, something about the the real po- Utical world, that cannot, it
seems, be rendered rigorously, rigidly technical.

In an important sense, the rhetorician agrees. Isocrates hedges on the techne
guestion, saying both yes and no. QuintiUan fol- lows suit by describing the subject
matter of rhetoric as multiplex but not infinita. The achievement of the rhetoricians is
their abUity to harmonize two potentially discordant themes. On the one hand, they
acknowledge the contingent flow of occasions, and the consequent fact that practical
knowledge, knowledge of how to speak well, is not an art, not a techne (or, at least,
not a tetagmene techne, i.e., one with a determinate subject matter). On the other
hand, yes, indeed, rhetoric is a weU-formed and real subject, one that can be
packaged, paid for, and delivered.

The fundamental issue lurking behind the question should now be clear. Do we
have access to stable values and standards? Is there something to be known that can
regulate our poUtical Uves? If so, what sort of knowledge would this be? If so,
should a hierarchy be drawn in which the person having that knowledge is to be
situated at the top and perhaps even granted poUtical rule? If not, then should the
question of rule be decided by pubhc de- bate in a democratic forum? These are
among the most basic and enduring questions concerning our moral and poUtical
lives. And they are latent in the apparently innocuous query: Is rhetoric an art?
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