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in the form of a monologue or dialogue, which is
the reflection of discourse in oral speech. Among
the tasks of scientific discourse there can be noted:
the analysis of scientific problems for the purpose of
research and explanation, the transfer of knowledge

and investigation results, dissemination of scientific
and technical information, investigation of scientific
problems, etc. The perspectives for further research
can be seen in the studying of scientific discourse
both as communicative process and event.
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Y cratTi 3aiicHeHo cnpoby aHanisy obpasy rofloBHOrO MEpPCOHaXa Kpib MPU3MY FIEKCUKO-CTUMICTUYHMX 3acobiB Ha
matepiani pomany C. ®oepa Extremely Loud and Incredibly Close.

XyLOOXHIM TEKCT PO3yMIETbCA SIK KOHrMomepat 3acobiB Ta NPUIOMIB, SKi PYHKLIIOHYIOTb Y TICHOMY B3aEMO3B’A3KY Ta
CTBOPHOKOTb 06’EKTUBHY AINCHICTb Ha AEKINbKOX PiBHAX (MOBHOMY, acouiaTMBHOMY, cMucrioBomMy). Cepen TEKCTOBUX ene-
MEHTIB OJHMM 3 HAWBaXNMBILLMX BUCTYyNae obpa3 nepcoHaxa, kUi € HaCKPi3HUM KameHeM 00pasHOi CTPYKTYpU TEKCTY.

Y poboTi yBary 3ocepedKeHO Ha NEKCUKO-CTUMICTUYHMX 3acobax 0Opa3oTBOPEHHs, AKi OOCHimKyBanuca y yHK-
LiiHOMY Ta KinbKiCHOMY acnekTax. AHari3 NeKCMKO-CTMNICTMYHMX 3acobiB nepenbayaB Aekinbka eTaniB gOCNigKEHHS:
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BUOKPEMIIEHHS doparmMeHTa TEKCTY, KU MICTUTb NEKCUKO-CTUMICTUYHUI 3aci0, BU3HAYEHHS TUMY NEKCUKO-CTUMICTUYHOTO
3acoby, 3'aCyBaHHS 1Or0 CMUCMOBOIO HABaHTaXEHHS Ta poni y obpasHiii CCTeMmi roNoBHOMO NepcoHaxa.

B pesynbrarti po3Bigku 6yno sHangeHo 10 NeKCMKo-CTUNICTUYHUX 3acobiB, siKi (YHKLIOHYIOTb Y NIOLMHI MopTpeTM3auii
rONOBHOrO NepcoHaxa, a came MeTadhopa, nepcoHidikais, NOpPiBHAHHSA, kanambyp, rpagjauis, aHTUTe3a, aHTUKMIMaKC,
eBdemiam, niToTa, rinepbona. 3aranbHa KinbKiCTb TEKCUKO-CTUMICTUYHMX 3acobiB cTaHOBWTE 96. MNpoBeaeHWI KinbKiCHWN
aHani3 3acBigyye AOMiHyBaHHS MeTadopy, sika NpeacTaBneHa y KinbkocTi 21 oguHuui. Bucokoto penpeseHTaTuBHICTHO
HadineHi Takox nepcoHicikauisa, rpagauis Ta kanamoyp. IHLWi 3acobu xapakTepusyoTbCS MEHLLIOK YaCTOTHICTH).

JNekcuko-cTnnicTUYHI 3acobu NpoaHani3oBaHi TakoX Kpi3b NPMU3My CKnagHukiB 0bpasy nepcoHaxa (0cobUCTiCHI xapak-
TEPUCTVKM, MOMNSAM, EMOLLT Ta NOYYTTS, NCUXOMNOTiYHWUIA CTaH), SIKi BOHW NO3HaYatoTh. JIEKCMKO-CTUNICTUYHI HanBiNbLLi Npo-
OYKTUBHI y 306paxeHi emoLin Ta noYyTTiB (3nicTb, Nevanb, NpoBuMHa, MoboB, CyM, padiCTb, 34MBYBaHHS) Ta MCUXONOTMYHUX
CTaHiB (HEBPOTMYHWIA CTaH, 4ENPECUBHMI CTaH, 0OCECMBHI OyMKU, CTpaxu).

Knto4oBi cnoBa: nekcuko-CTUNICTUYHMIA 3acib, 0bpa3 nepcoHaxa, XyAOXKHi TEKCT, CMWUCIIOBE HaBaHTAXEHHS, Mop-
TpeTusauis.

In the article an attempt is made to analyze the image of the main character in the scope of lexico-stylistic means in
S. Foer's novel Extremely Loud and Incredibly Close.

An artistic text is understood as a conglomerate of means and techniques that function in a close relationship and
create objective reality on several levels (linguistic, associative, semantic). Among the text elements, one of the most
important is the image of the character, which is the cornerstone of the text's figurative structure.

The attention is focused on lexical-stylistic means of image formation, which were studied in functional and quantitative
aspects. The analysis of lexical-stylistic means involves several stages of research: identifying a fragment of the text that
contains a lexical-stylistic means, determining the type of lexical-stylistic means, clarifying its semantic load and role in the
image system of the main character.

The analysis shows 10 lexical-stylistic devices that function in portraying the main character, namely metaphor, person-
ification, comparison, pun, gradation, antithesis, anticlimax, euphemism, litote, hyperbole. The total number of lexical and
stylistic means is 96. The conducted quantitative analysis confirms the dominance of the metaphor, which is represented
in 21 units. Personification, gradation and pun are also highly representative. Other means are characterized by a lower
frequency.

Lexical-stylistic means are also analyzed through the prism of the components of the character's image (personal
characteristics, views, emotions and feelings, psychological state), which they denote. Lexical and stylistic are the most
productive in depicting emotions and feelings (anger, sadness, guilt, love, sadness, joy, surprise) and psychological states
(neurotic state, depressive state, obsessive thoughts, fears).

Key words: lexical-stylistic device, character image, artistic text, semantic load, portraiture.

Beryn. /Ins cy4acHOi JTiHIBICTUKH XapaKTepHHUH AHani3 ocTaHHIX gociikeHb i myOmikaniii.
nepexiJ BiJl BUBYCHHS MOBH sIK aOCTpakTHOi cuc-  TpakTyBaHHS MOHATTA «o0Opas3» Yy JIHIBICTUYHIN
TEMH JI0 TOCIiKeHHs 11 (YHKIIOHANBHUX TPOSIBIB.  JIiTEpaTypi BHKIHUKA€E IIOJNIEMIKY cepell HayKOBIIiB.
OpieHTariis Ha TisSUTbHICHHW acHeKT CoHyKae Hay-  [IpoOiema XymoKHBOTo oOpa3y Oyna OfHI€I0 3 LeH-
KOBIIIB 30CEPEIUTH yBary Ha TEKCTi SK TUHAMIYHIA  TpaJbHUX Yy JiTeparypo3HaBcTBi XX cromitrs. Ha
OJIMHHIII BUIIIOTO PiBHS, 32 JIOMIOMOTOIO SIKOT BiOyBa-  modarky XX CTONITTS AOKTOp (HiJOJOTIYHMUX HAyK

€TbCsl BepOaibHa KOMYHIKaIlis. JI. TumoddeeB nucas, M0 «TaKe OCHOBHE HOHSTTS 5K

XynoXKHIH TEKCT MOcTae 00’€KTOM CHCTeM-  00pa3 HEe Ma€ JOCI YiTKOro M 3arajJbHONPUIHATOrO
HUX JIIHTBICTHYHUX JIOCHI/DKeHb, IIOB’sA3aHMX  3MicTy. MU KOpHCTyeMOCS HHU3KOI0 Maibke mapa-
3 HWOro mapamMeTpamH, CTPYKTypOIO, OHTOJO-  JIEIbHHUX TEPMiHiB, 10 3HOBY-TaK{ 4aCTO-T'yCTO IIPHU-
ri€ro, TpaMaTUKOI0, THIIOJIOTi€l0. BUBYEHHS Tek-  3BOAMTH 0 Hemopo3yMinb. OOpa3, THII, Xapakxrep,

CTy 3 METOI0 IMi3HaHHS crnenudiku ICHyBaHHS  Tepoil, miioBa 0coba, MepcoHak — OCh HU3KA TEPMi-
MOBH, Ii 3aKOHOMIpHOCTEH Ta 00pa30TBOPYOr0  HiB, fAKi, 3 OTHOr0 OOKY, HATOBHEHI KOJKEH CBOIM 3Mic-
MOTEHIIAy 3IIHCHIOEThCS OararbMa BITYM3HS-  TOM, a 3 IHIIOTO — K HiOM € ogHOpimHUMEUY [8, c. 53].
mumu (SI. B. buctpos [1], O. A. bab6emiok [2], ChOrojHi Mij «XyIOXKHIM 00pa3oM» PO3yMIIOTh:
O. l'anaiibina [3], H. A. MocToBa [6], Ta iHIIUMU)  «KOHKPETHO-YYTTEBY (POPMY BiATBOPEHHS 1 IEPETBO-
Tak 1 iHo3eMHUMHM nociigaukamu (H. [xedpi Ta  penns aidicHocTi» [10, c. 452], «cucremy nyMoK, siKy
M. Wopr [12], H. Hoprapx [17], I1. Bepnonk [19],  aBTop He 3aBXIH MOBHICTIO Ta BCEOITHO PO3KPUBAE)
A. ®epapa [14], P. Borkinc [20], P. Tcyp [18]). [15, c. 78], cucremy oOpa3HHX neTayei, AKi mepe-
VY mpansgx MOBO3HABIIIB aHANI3yKOThCS TEKCTOBI  OyBalOTh y TICHOMY B3a€MOBiIOOpa’KeHHI, 3aBISKU
Kareropii, cneuudika X MOBHOIO BHPaXEHHS  YOMY CTBOPIOETHCS IIOCH ICTOTHO HOBE, IO BOJOJIE
i (yHKIIOHYBaHHS, BHBYAIOTHCA KOMYHIKaTHBHI  KOJOCAJbHOIO 3MICTOBOIO eMHicTIO [16, c. 15].

BJIACTUBOCTI TEKCTY, OCOOJIIMBOCTI CTPYKTYPH TEK- OpHnM 3 XyI0oXHIX 00pa3iB y XyIOKHBOMY TEK-
CTiB PI3HMX CTHIIB TomIo. barato yBaru mpunifisi-  cTi BUCTynae o0pa3 nepcoHaxa. CyTHICHOIO PHCOIO
€THCS IOCITI/DKCHHIO XYJIOKHIX 00pa3iB, iX CTpyK-  XyOOKHBOI KOMYHIKalii € aOCOJIOTHHI aHTpOIo-
Typi, THIIB, 1 [0 HAHBaXIHMBIillle MEXaHI3MaM iX  IEHTPU3M (YHKIIIOHYIOYHMX y Hill TEKCTiB, OOyMOB-
CTBOPEHHS MOBHUMH Ta TEKCTOBUMH 3aC00aMHU. JICHWH TUM, 10 BCi AeTani 300pa)kyBaHol JiHCHOCTI
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YCBIIOMIIIOIOTBCSL  JIMIIIE B I1X CIIBBIIHOIICHHI
3 JTFOMUHOIO, 10TO BHYTPIIITHIM CBITOM 1 IpoOiieMaMu
rioro OytTsa. Came 3 Ii€i MPUYMHU JTIOAWHA BUCTY-
Ma€ He TUTbKH CY0'€KTOM 1 aJpecaroM XymIOKHBOT
KOMYHiKaIlii, a ¥ 11 00'ekToM, sIKuii IocTae B 00pazax
nepcoHaxiB. [lepcoHax — 1€ 3aBkau Cy0'eKT, sIKUI
BUCTYIIa€ OJJHOYACHO 00'€KTOM CITOTVIsIIaHHS 1 300pa-
keHHsA. 11[00 XymokHS KOMYyHIKamis BimOyiacs sk
ecTeTHYHUI (peHOMeH, 11 00'€eKT TOBHHEH BUCTYITUTH
SIK CYO'€KT 3 OpI€HTAIi€l0 HAa BHYTPIIIHIN, 0coOu-
CTicHi# mpocTip OyTT.

JI. 4. Tin30ypr Oyna chopmylnboBaHa Tinoresa,
3TIIHO 3 SIKOI0 NepCoHaMC € CEPIEI0 MOCIiTOBHUX
osiB a00 3TraioK OmHiel ocoOm, 300pakeHHS HOTO
Iifi, 30BHINIHIX pHUC, BHYTPIIIHIX CTaHIiB, PO3IIO-
Bi/li TIpO MOB'A3aHi 3 HUM TOJii, aBTOPCHKUI aHa-
73 — «BCE 1€ MOCTYHNOBO HApOCTAa€E, YTBOPIOIOYH
MEBHY €JIHICTh, AKa (YHKIIOHYE B Pi3HOMAaHITHHX
CIOKETHUX CHUTYyaIlisX, (OpMaITHHOIO O3HAKOIO ITi€l
€ITHOCTI € BXKe came iM'st ocobm» [4, c. 273]. Takum
YUHOM, JOCHIJHHULS TOBOPUTH MPO MEBHI apxu-
TUIHI Ta MPeUeJeHTHI O3HAKH, SIKi 3aKPIIMIIOI0THCS
3a iM’sIM TIepCcOHaXka Ta y CBOIM CyKymHOCTI Qop-
MYIOTh KOMIUIEKC SKOCTEH, 10 MPE3CHTYIOTh Y CBi-
JIOMOCTI JIFOMUHA 00pa3 repos. TyT Takok BapTo
sragatu npani O. Croinymko [7], A. L. Tperax [9],
€. A. Jlucenxo [5], X. A. llenanceka [11], y sikux
pO3MIANAIOTECS MHUTaHHS JAediHyBaHHS TepMiHa
«XYIOXKHIN TepcoHaXx», WOT0 eCTEeTHMYHOI 3Hayy-
IOCTi, PYHKIIHHOrO HABAHTAYKEHHS TOIIO.

Y ¢dopmyBaHHI 00pa3y MEpCOHaXKa BaXIJIHBY
OB Biflirpac BUOIp OKPEeMHX CTHIIICTUYHHUX TPH-
HOMIB, SIKi 3aCTOCOBYIOTBCSI Il ONKCY HNEPCOHAXIB
Ta iXHiX XxapakTtepiB. Ha ocHOBI ¢inonoriunoro aHa-
Ji3y MOBHOI TKaHWHH CJIOBECHO-XYIOXKHIX OIHCIB
MIEPCOHAKIB MO)XKHA BHUSBUTH TOW TMOTCHINAJ, SKHA
CIIpUsiE PO3KPUTTIO XapaKTepa JiTepaTypHOro repost
Ta 3aIyMy TBOPY B LIJIOMY, & TaKOX BHSIBHUTH, SKOIO
Mipoio BUOIp TOrO YW iHIIOTO CJOBa, Pi3HUX KOHO-
TaIliif, CMHCIOBUX 3pOLICHb CIPHSAIOTH CTBOPEHHIO
XyJIOXKHIX 00pasiB, BiOOpaKCHHIO i7CH, MOIVISIIB
MUCbMEHHHKA.

V¥ nmaHii po60Ti MH poOHMO CTIpOOy BHOKPEMHUTH
yCi JIEKCHKO-CTHIIICTUYHI 3aco0u 00pa30TBOpEHHS
TOJIOBHOTO MEPCOHAXKa Ta BU3HAYMUTH iX (yHKUiHE
HaBaHTaXXEHHs Y (opMyBaHHI KOMILJIEKCHOTO MOp-
TPETY Teposl.

MeTtonoJioria aocaigxeHHs. Y Tporeci A0cCi-
JDKeHHs1 mpoaHamizoBaHo pomaH «Extremely Loud
and Incredible Close» o0csirom 325 cTOpiHOK,
y sikoMy Oy110 BUOKpemiieHo 96 ¢pparMeHTiB, 1110 Mic-
TSATh JIEKCHKO-CTHJIICTUYHI 3acO0M 3a JIOTIOMOTOIO
AKUX BiAOYBa€THCS MOPTPETH3ALlid TOJIOBHOTO IIep-
coraxka Ockapa.
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Jdas pocaigxeHHs o0pa3y roOJOBHOIO MepcCo-
Haxa OyB po3poOseHHIl aJIropuTM aHadi3y, AKUI
BKJIIOYA€E HACTyNHi eTtamu: 1) mobipka ¢parmen-
TiB TEKCTY, Y SKHX MICTATHCS JEKCHKO-CTHIICTHYHI
3aco0m; 2) BHUOKPEMJICHHS JIEKCHKO-CTHITICTUIHHX
3aco0iB Ta ix kinacuikaris; 3) BA3HAYSHHS] CMUCIIO-
BOTO HaBaHTaXCHHS JIEKCUKO-CTUIICTHYHOTO 3aC00y
JUTst TOOY/IOBY MOPTPETY MEPCOHAXKA.

VY po3Billl BUKOPUCTAHO IHTEPIPETAIIHHO-TEK-
CTOBHH aHami3, AKUH OyB 3alydeHHUH 3 METOIo
no0opy (pparMeHTIB TEKCTY, Y SAKHX MICTSTBCS JIEK-
CHKO-CTHJTICTHYHI 3aco0u. Takox Oy 3acTocoBaHi
KOHTEKCTyaJIbHUW aHalli3 Ta KOMIIOHCHTHHUW aHai3
JUTSL IHTeTpeTalii CMUCIOBUX MPHUPOIIEHDb Y Pi3HUX
KOHTEKCTaX, SKi (yHKIIOHYIOTH B 00pa3oTBOpUii
TUTOMIMHI Ta MOCIHIIKEHHS CKIIAJHHUKIB JIEKCUIHOTO
3HAYEHHS MOBHOI OQMHUII BiAIOBIIHO.

Pesyabratn nociuimikeHHss Ta iXHE OOIpyHTY-
BaHHA. JIEKCHUKO-CTUIIICTHYHI TNPHIOMH, BKUBa-
IOThCS Y TEKCTI B MEPEHOCHOMY 3Ha4Y€HHI 3 METOIO
CTBOPEHHSI XyIOKHBOTO 00pa3y i MOCATHEHHS Oilb-
moi BupasHocTi [13]. Lli 3acobu 301LTBIIyIOTE eMo-
[IAHICTP Ta EKCIPECUBHICTh BHUCIOBIIOBAHb Ta
pOOJISTE BaroMHuii BHECOK Y (POpPMYBaHHS KOMILICK-
CHOTO TOPTpETy TMepcoHaxa. Y TEKCTI 3HaiIeHo
HU3KY JIEKCUKO-CTHIIICTHYHUX 3aC001B:

1) memagpopa. Yepes BIIXWICHHS B EMOIIIN-
HOMY pO3BHUTKY, Ockap BigdyBae MeBHI mpobOiemMu
MpH B3a€MOJIii 3 HABKOJMINHIM CBiTOM. KokHa mis
JIA€ThCSI HOMY BaXKKO, BiH Jii€ uepes cuity. HauTsoxaim
BUIIPOOYBAHHSM JUISI HbOTO BHSIBJISIOTHCS CTOCYHKH
3 MarTip 1o, aJpke BiH 3BHHYBAYYE ii y JIETKOBaKHOCTI
1 Bce OibIrie i OiTbIIe BiqmanseThes Bil Hel:

* «<...> but I couldn't finish the sentence, her
name wouldn't come, 1 tried again, it wouldn't come,
she was locked inside me, how strange... » (c. 13);

* «Every time I left our apartment to go search-
ing for the lock, I became a little lighter, because 1
was getting closer to Dad. But I also became a little
heavier, because I was getting farther from Momy
(c. 52);

2) nopienannsa. Ockap OyB ayxe OMU3BKUH 3i
CBOIM 0aThKOM, ajie He Tak JoOpe JagHaB 3 MaTip'to.
Bin BKIIOYaB aBTOBIANOBia4 3 TOJOCOM OaThKa
TIJTBKH TOMi, KOJM MaMH He Oylo Baoma, abo KOIHu
BoHa crniayia. BiH He X0TiB, m00 BOHA Ji3HAnacs Mpo
IIe 1 cTaja 4acTUHOI IIhOTO TaiHCTBA, ajpke Ockap
HAcaMoOTi X04 Ha Tapy XBHJHMH MITI' MOBEPHYTHCS
B TOW 4Yac, KOJIM TaTo OyB KUBUU:

«Even though the volume was way down, so Dad's
voice wouldn't wake Mom, he still filled the room, like
how a light fills a room even when it's dim. » (c. 27);

«... his voice was handsome and broken, like a
cobblestone street... » (c. 62).
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Ockap HaMaraeTbcsi 30eperTH HaBiTh caMi HesIBHI
JeTali, SKi HaraayoTh oMy mpo Oarpka. bByms-sika
IOpiOHUI, SKy BiH BUSBUTH, 3aJMIIAETHCI B HOTO
0COOMCTI KoNeKIii crioraniB: «And even after more
than a year, it still smelled like shaving.» (c. 17).
Ockap — XJIOIYUK, SIKUI 3aXOIUTIOETHCSL HAayKor0. Bin
0arato 3Ha€ PO HABKOJIUINIHIM CBIT 1 3aBK/I1 Hamara-
€THCS 3HAUTH NMPUXOBAHI 3B'SI3KH 1 JIOTIKY a0COITIOTHO
B ychoMy. MoMy Takox jye T0106aeThesi KOCMOC,
i Bce 10 3 HUM IOB'si3aHO. BiH 9acTo mpoBOIUTH
napaiesi CBOrO HTTs, CBOIX MOIIYKIiB 3 KOCMOCOM:
«The dots from where 1'd found things looked like the
stars in the universe.» (c. 8); «4 lot of the time I'd
get that feeling like I was in the middle of a huge
black ocean, or in deep space, but not in the fasci-
nating way.» (c. 17); «... I was sitting in the corner
stirring cream into coffee, around and around like a
little solar system...» (c. 15);

3) nepconighikayii. Ockap mOOUTH TPUTYMY-
BaTH Pi3HI BUHAXOMH, II¢ JIOIIOMarae HoMy BimBOJi-
KaTUCs Bif moxmypux aymok. [Ipumymyroun HOBIi
MPUCTPIi, BIH He piIko Hamiise qoOpe 3HalOMi HaM
MPEeIMETH PI3HUMH HECTaHAAPTHUMU, )KUBUMU SIKO-
ctamu: «What about a teakettle? What if the spout
opened and closed when the steam came out, so it
would become a mouth, and it could whistle pretty
melodies, or do Shakespeare, or just crack up with
me?» (c. 1); «So if you wanted to go to the ninety-fifth
floor, you'd just press the 95 button and the ninety-
fifth floor would come to you.» (c. 3).

Xoga Ockap, B CHIy CBOiX BIiIXHJICHb B €MO-
HIHHOMY PO3BHUTKY, HE 3aBXIU MOXKE IPABHIEHO
pPO3yMiTH eMolii Jrofei, 1 po3ymiTu iX B3araii, BiH
IHTEpIpeTye BUMHKH 1 CJOBa JIIOACH IO CBOEMY,
IO JTO3BOJISIE HAM CIIPaB/i MOTISTHYTH Ha CBIT HOTO
ounMma: «She said, “I'll try,” and I could feel the
breath of her words against my face.» (c.49); «Money
can't buy me love, obviously, but I asked if it would
have Zildjian cymbals.» (c. 3).

Taxkox Ockap, sk 1 Horo 0aThKo 1 Jij, Tyxe neaaH-
TUYHO CTaBUTHCS N0 KHUT. BiH BBaxkaB ix ocoOiu-
BOIO PHCOI0, CXOBHUIIIEM 3HAHb 1 CITOTaliB. 3 KHUTAMH
HOMY CITIKYBaTHCS TPOCTIIIe, HiX 3 JIFOAbMH, BOHU
He OpemryTh, He KPUBHAATH, HE BUAAIOTH CTPAIIHUAX
TYYHUX 3BYKIB: «But the books protected us.» (c. 63);
«The words are coming so easily. The pages are com-
ing easily» (c. 184); «The books in my father's shed
were sighing» (c. 184).

4) zinepébonu. Ilpuctpacts 1o BuHaXoiB y Ockapa
OyJa HeBraMOBHa 1 00yMOBITIOBaIacs TUTHKU OTHUM —
OaxaHHSIM BUHAWTHU Te, 1[0 MOTJIO O BPSATYBaTH MOTO
Oarbka 1 THIIUX JIIONEH BiJl CMEPTi, a TAKOXK 3HAYHO
cnpoctuTH iX kuUTTS. Ockap JyMmMaB MpO BHHAXOAU
KOKEH JIeHb, BUTpa4yalOYW Ha II¢ OUTBIY YaCTHHY
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CBOTO BUTBHOTO Hacy: «One night, after what felt like
a googolplex inventions, [ went to Dad's closet.»
(c. 36).

Ha npots3i cBoro norryky, Ockap 4acto 3ycTpi-
YyaB 3aMKH, ajieé BCl BOHM HE MIIXOAWINA 10 HOro
kitoda. Takox BiH 3ycTpidaB Oe3miv KITFOdiB, SKi BiJl-
KpUBAJH IIi caMi 3aMKH, alie A1 HbOTO BOHH a0co-
JIIOTHO HiYoro He 3Hauwnu: «He showed me a rack
that had a ton of keys on it.» (c. 29);

5) kanaméypu. B cumy cBOiX 0COOIMBOCTEH,
Ockap Mae HeCTaHIapTHE MOYYTTA Tymopy. Jleski
pedi, SIKi cMIIaTh OLTBIIICTE JTFOJEH 31at0ThCs HOMY
0e3nTy3auMH, a iHOJI HaBIaKW, 3BUYAlHI MepecivHi
pedi, yacoM HiCEHITHUIII, 3HaXOASTh Y HHOTO BIATYK:
«“Or some kind of fire-retardant cabinet.” That
made me crack up a little, even though I know there's
nothing funny about being a mental retard.» (c. 39);
«On my way out, Stan said, “What a day!” I said,
“Yeah.” He asked, “What's on the menu?” I showed
him the key. He said, “Lox?” I said, “Hilarious, but
I don't eat anything with parents.” He shook his
head and said, “I couldn't help myself. So what's on
the menu? ”» (c. 87).

Takox, y Ockapa icHye mpobiema 3 pO3yMiH-
HSIM NIEPEHOCHOTO ceHey. Jlesiki Bupasu, sKi LIIEHO
VBIMIIUIN B Y)KUTOK B NEPESHOCHOMY 3HAu€HHI JUIS
HBOTO JIOCI TPEACTaBJISAIOTh CKIAMHICTh. [HOAI 1€
CTBOPIOE KOMiYHI MOMEHTH:

« said, “I have a question that I was just
wondering.” He said, “Shoot.” “Shoot?” “Shoot.
Go ahead. Ask.”» (c. 39);

«“Actually, I'm diabetic and I need some sugar
asap.” “Do you mean A.S.A.P?” “Anyway.”»
(c. 91).

«You're going to catch a cold.

1 already have a cold.

You are going to catch a colder.» (c. 93);

6) anmumesu. AHTUTE3H QYHKIIOHYIOTh Y ILIO-
ITUHI TICUXOJIOTIYHOTO TOPTPETY TOJIOBHOTO IIEPCO-
Ha)ka, BimoOpakatoTh HOTOo 0OCECHBHI AYMKH 3 TpH-
BOJYy CMEpPTi, TEPOPUCTHUYHOTO aKTy, TOIio: «Whats
so horrible about being dead forever, and not feeling
anything, and not even dreaming? What'’s so great
about feeling and dreaming?» (c. 145); «It made me
start to wonder if there were other people so lonely
so close. I thought about “Eleanor Righy.” It true,
where do they all come from? And where do they all
belong?» (c. 163).

ABTOp 4acTO BHKOPHCTOBYE aHTHTE3y Y MOpiB-
HSHHAX 3 IHIAMH JrofapMu. [Ipoanamizyemo nBa
npuknagu: «I thought he wasn't going to respond,
because he was such an amazging person and [ was
so normal» (c. 11); «“It’s just that why would you
have one for him and not one for my dad?” “What
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do youmean!” “Itisn't fair.” “What isn t fair? ” “My
dad was good. Mohammad Ali was evil. ”» (c. 159).
VY mepmomy mpukmani Ockap TopiBHIOE cebe Ta
Crieena Xokinra. Bin He o4ikye, 110 Biomuii acTpo-
(hi3MK BiMOBICTH Ha HWOTO JIUCT, AK€ BiH 3BHYAiHA
monuHa — normal. AHTHTE3a YTBOPIOETHCS BXKH-
BaHHsI KOHTEKCTYaJIbHOTO aHTOHIMA amazing, SKAN
BHpAXKa€ YHIKAIBHICTh Ta OCOOMMBUU map MOCIin-
HUKa. Y JPYroMy K TPUKIAJIl aHTUTE3a BUpa)ae
00ypeHHS XJIOIYUKA, aJke Horo 0aTbko He OyB 3aHe-
CeHHMH y KapToTeKy micrepa brneka, Ha BiaMiHY BiX
Myxamena Adi.

7) epaoauia. Ponv Tpagamii y XyaoXKHbOMY TEK-
cTi OararoruraHoBa. 3 OMHOTO OOKY, BOHA JOIIOMAarae
IMOIIE TPOHUKHYTH Yy CMUCI BUCIIOBJIICHHS, TIOPO-
JoKye Oarari oOpasHi acomianii, 3 iHIIOrO — MOCH-
JII0E eKCTIPECHBHICTh BUCIOBIIOBaHHA. Hampuknan:
«l wrapped the phone back up in the unfinished scarf,
and put that back in the bag, and put that back in the
box, and that in the other box, and all of that in the
closet under lots of junk.» (c. 69); «They remember
hundreds of calls. Thousands. There might not even
be a limit.» (c. 96).

OOuaBa TpUKIAAW TOB’S3aHI 3 OOCECHBHUMU
nepexuBaHHAMH Teposs. Ockap OyB BIOMa KOJH
OCTaHHIH pa3 A3BOHUB WOro OaTHKO, alic YOMYCh HE
B3siB TpYOKy. BiH cTpakmae Bifg modyTTS NPOBHHU
1 HamaraeTbCsl SK HaWIIBHUIIIE IMO30yTHUCS Teje-
¢ona. Taka iHTeHCU]iKalis eMoUili BAalo mepeaa-
€TBHCS TPAJAINIEIO Y TIEPIIOMY TIPUKIIAI. Y JpyromMy
MIPUKIIaAi eKCIUTIMUTHO TPEACTaBICHAa PO3MIOBiIb
Ockapa mpo CIIOHIB, SIKi BOJIOIIIOTh (PEHOMEHAIb-
HOIO ITaM’SITTIO Ta MOXYTh HaBiTh 3araM’ITOBYBaTH
pizHi Buryku. Ilpote, Ha IMILTIIUTHOMY PiBHI 3HOBY
300paxyroThesi crioraau mpo Tenedon. Ockap HiOH
3anmuTye cede — «CKITBKY K OYJI0 TAKUX J3BIHKIB BiJ
roMepaux 9/11?7».

I'pamarmis Bupakae CTymiHb Tedali Ta CyMy 3a
OatbkoM: «My Dad’s dead.” I told him. “Dead?”
“He's inaminate.”» (c. 90); «“How much do you
cry?” “How much?” “A Spoonful? A cup? A bath-
tub? If you added it up.”» (c. 171). Y mepuromy
npukiani Cadpan Poep BKHUBa€E TpalaIlito 3 METOO
BUPA3UTH DIMOOKUI CyM XJIOMUMKa 3a OaThbKoM,
y APYroMy 3K rpajalis MO3HAYa€e MOYyTTS o0pasu
Ha Marip — Ockap JIOKopsie Marepi, 3MYIIyIOuH ii
BUIIPABIOBYBaTHUCS.

8) ammuxnimaxc. 3 mo3wimii 00pPa30TBOPECHHS
AHTHKITIMaKC TaKoXK (DYHKITIOHY€, TIEpEBaKHO, Y CTBO-
PEHHI OAHOTO KOMIIOHEHTY TIOpPTpETa TOJIOBHOTO
MEPCOHAXKA (IICUXOJIOTTYHHUN cTany. [IpoaHanizyemo
JeKijbka NpuKiamiB:«After dinner, I went up to my
room. I took the box out of the closet, and the box
out of the box, and the bag, and the unfinished scarf,
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and the phone.» (c. 207); « “How much do you know
about elephants?” “Not too much.” “Not too much a
little? Or not too much nothing? ”» (c. 94).

Ockap Oaskae sIKk HAaHIIBHUIIIE 3HOBY BiT4yTH MPH-
CYTHICTh 0aThKa, TOMY BiH OKHTB y TapJepoOHYy 1 K
HalIIBHIIE HAMaraeThes mictatd TenedoH. Moro
MOYYTTS aBTOP BJAANO IMEPEAaE BUKOPHCTOBYIOUU
AHTUKIIIMaKC (Mepmuid TpuKiag). Y HacTyIMHOMY
MPUKIIAJI 32 JOMOMOTOK aHTHKJIIMAKCY IMILUTIIIUTHO
peaizyeTbcs 3HEBKIIMBE CTABJICHHS JI0 KIHKH;

9) nimoma. Y TEKCTI 3HAWACHO TUTBKU OIMH
BUTIAJIOK BXXHBAHHS JICKCHKO-CTHIIICTUIHOTO 3300y
nimoma, SIKAKA 300pakye€ HEMPOCTI CTOCYHKH MiX
CHHOM Ta Martip’1o: «“Just because Dad died, it
doen't mean you can be illogical, Mom”» (c. 169).
TyT peamni3yloThCsl MOYYTTS JOKOPY, SIKI BHCIIOBIIIOE
MaTepi 3a 10 BOHA 3MHUPHJIACH 31 CMEPTIO YOJIOBiKa
Ta HAMAaraeThCsl MPOJOBKYBATH BECTH HOPMAIbHHUN
CIIOCIO JKHUTTS,

10) esgpemizmu. Y TEKCTI 3HAWACHO JCKiIbKA
eBpemizmiB. Ockap HIKONM EKCIUTIUTHO HE HAa3UBA€E
JIeHb CMEPTi CBOTO OaTbka. BiH BUKOPHCTOBYE eBde-
Mi3Mu the day Ta the worst day, ki IepenaloTh yCO
Oip XITOIMYMKa, aJkKe Tepol HaBiTh HE MOXE BHMO-
BUTH JaTy CMepTi, a00 00CTaBMHH 32 IKHMH 3aTUHYB
Oarbko: « “Where were you!” “Where was I when?”’
“That day!” “What day?” “The day!” “What do
you mean?” “Where were you!” “I was at work.”»
(c. 169); «I saw from postmarks that the envelopes
were organized chronologically, which means by
date, and mailed from Dresden, Germany, which is
where she came from. There was one for every day,
from May 31, 1963, to the worst day.» (c. 235).

OTxe, B pe3yibTaTi JOCIIHKSHHS OyI0 BHSIBICHO
10 JeKCHKO-CTHITICTUYHHX 3ac00iB, SKi (YHKIIOHY-
I0Th B 00pa3oTBopyiil miomuHi. Takox mpoBeneHui
KUTbKICHUH aHalli3, B XOJi SKOTO IMPOaHaTi30BaHO
96 mnpuxiagie (HoOpMyBaHHS TOPTPETY TOJOBHOIO
nepcoHaxa (nuB. Puc. 1).

BuCHOBKM Ta mepCHeKTHBH MOJAJBIINX
JOCJiKeHb. BUKOHAaHE MOCHTIHKEHHS MPHUCBIYCHO
npoOnemi (GopMyBaHHS XyAOKHBOTO 00pazy JIEKCH-
KO-CTHJIICTUYHUMU 3aco0aMu y pomaHi Extremely
Loud and Incredibly Close. JlekCUKO-CTHITICTHYHI
3aCO0M Yy XYIOKHBOMY TEKCTI BHCTYHAIOTh HapiXkK-
HUM KaMeHEeM IOpTpeTH3aii, ajke BOHH HalyBa-
I0Th CTHJTICTHYHOTO HABAHTAXXCHHS Ta TBOPSTH HOBI
CMHCJIOBI €JIEMEHTH, SIKi ITiAMOPSAKOBaHI aBTOPCHKil
IHTEHIIIT Ta €CTETHYHIN MPUPOJII TEKCTY.

Buokpemiieno 10 e€KCHKO-CTHIIICTHYHUX 3aco-
0iB (MeTadopa, mepconidikaiisi, MIOPIBHIHHS, TiTIEp-
Ooma, mitora, eBdemizm, karamOyp, Tpajallis, aHTH-
KJIIMaKc, aHTuTe3a), sIKi QYHKLUIOHYIOTh y IUIOLIMHI
noptperuzanii Ockapa. BcraHoBneHo, mo mi mpu-
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JIEKCHMKO-CTHJIICTHYHI 3ac00H

Puc. 1. KibkicHi mOKa3HUKH JIEKCHKO-CTHIICTHYHHUX 32c00iB 00pa3oTBopeHHsi y pomaHi Extremely Loud
and Incredibly Close

HOMH CTalOTh BaXKIIMBUMHU XYI0KHBO-OOpa3HUMHU
CIIEMEHTaMH 1IeHHO-eCTETHYHOT CTPYKTYPH XYIO0XK-
HBOTO TEKCTy. JIEKCUKO-CTHIIICTHYHI 3acO00M BUCTY-
MalTh HEBII'€EMHUMH €JIeMEHTaMHU (QOpMyBaHHSI
00pa3y roJ0BHOTO NIEPCOHAXA Ta CIYTYIOTh BiINpaB-
HOIO TOUYKOIO Y JICKOJyBaHHI OCHOBHHUX IMILTIITUTHUX
CMHUCIIIB 3aKJIaJICHUX aBTOPOM.

Pesynsrati poboTH BiIKpWBAIOTH MEPCHEKTHBH
MOJJANBIIIOTO BUBYEHHS 3ac00iB 00pa30TBOpPEHHH,

OCKIJIBKM OKpECJIeHI METOMOJIOTiYHI Ta MPOCTOPOBI
paMKH JOCHIKCHHS HE O3BOJSAIOTH 3MIHCHHUTH
Oomaii BIIHOCHO IIOBHHUM aHAaji3 MOro MeXaHi3MiB.
AKTyallbHUM MOXKHA BH3HATH BHOKPEMIICHHS 3acO-
0iB 00pa30TBOpEHHS IHIIMX MEPCOHAXIB Y POMaHi
Extremely Loud and Incredibly Close, ix mopiB-
HSTBHUH aHami3 [lepcrieKTHBHUM BHIAETHCS TOCITI-
JOKEHHS TpaHcopMalliid, sSKi BUHUKAIOTh MIPH Tiepe-
KJ1aJl CTHJIICTUYHHX 3aCO0IB.
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Kanouoam QinonociuHux Hayx,

doyenm Kageopu QyHOAMeHMATbHUX MA CREeYIATbHUX OUCYUNIIIH

Hososoauncvkoeo HaguanbHo-HAYKOB02O THCMUMYNY eKOHOMIKU 1A MEHeOHCMEHNMY
3axionoykpaincbko20 HAYiOHATLHO20 YHIBEpCUMEm)

Y 3anponoHoBaHi po3Bigui Ha maTtepiani pomaHris . PoniHr' «[appi MNottep i dpinocodcbkmin kamiHby i «lappi
MoTtTep i B’A3aHb A3kabaHy» 0Br'pyHTOBYETLCS HAsIBHICTb OLIHHOrO KOMMNOHEHTY B onuci 3acobiB HeBepbanbHOT KOMYHi-
Kauii B XyQOXHin nitepatypi. Y cTaTTi BU3Ha4eHO NOHATTSA Ta NPeACTaBneHo 3aranbHy XapaKTepUCTUKN KaTeropii OLiHKK
Yy MOBO3HABCTBI; 0XapakTepu30oBaHO CYTHICTb HeBepbanbHOi KOMYHiKaLii; npeacTaBneHo MOXIMBOCTI OMUCY HeBep-
6anbHOT KOMYHiKaLii NepCoHaxiB XyaAOXHBLOro TBOPY K 3acoby nepegadi OLiHHMX 3Ha4YeHb. AKCIONOriYHUIA acnekT MOBU
nepenbadyae ii 3gaTHICTb NepedaBaTn NOYYTTS, OLHKM NIOAEN, CUTYaLin Ta 00’eKTiB, a TaKoX AiNUTUCS Ta NPOTUCTaB-
nATM Ui AyMKM iHWuM mMoBusm. Cknagarouncb nig BNAMBOM iHTEpeCiB, Winen, igeanis, notped KOMyHiKaHTa, OLiHKa
BigoOpaxae MNoro LiHHICHY LWKany, xapaktepuaye 06’ekT OUiHKK, Knacudikyroum i CniBBigHOCSYM MOro 3i cTepeoTunamm,
HopMamu, npaBunamu. HeeepbanbHa kOMyHikauisi nocigae fyxe BaxsMBe Miclie B XyAOXHbOMY TBOpI, A€ aBTOp 3filic-
HIoe «Bepbanisauito HeBepbaniku» — NOPOMXEHHS HOBUX CMWCMIB YHACMiAOK NOABIMHOI akTyanidauii HeBepbanbHMX
KogiB 3acobamMn KOHKPETHOI MOBMU, LLO XapaKTepusyeTbCs NEepexogom OCOOMCTICHUX CMUCNIB agpecaHTa 40 iXHbOro
BTINIEHHS B 3HAYEHHSI OQUHULIL MOBHOTO Koay. 3acobu Bepbanisauii HeBepbanbHOT NOBEAIHKM NEPCOHAXIB 34aTHI nepe-
JaBaTy LUMPOKUIA CNEKTP 3HAYeHb, WO CTOCYIOTLCA NepCcoHaxiB, cepeq iHWOoro — ouiHky. [locnigXeHHst eMOHCTPYE, WO
onnc HeeepbanbHOI NOBEAIHKM NepcoHaxiB y pomaHax k. PoniHr' 4o3Bonse He nuwe nepegaTn emoLiiHy cknagoBy
cuTyaLii cnifikyBaHHS, a i OLiHHY, L0 HEPO3PMBHO NOB’'sI3aHa 3 eMoLisiMM nepcoHaxiB. HayacrTiwe onuc 3acobis HeBep-
6anbHOi KOMYHiKaLil NepCoHaxiB pOMaHiB MMCbMEHHWLI Nepeaae OUiHKY iMNMILMTHO, KONWU Yepes CMpPUNHATTA Onucy
NOBefiHKM NepCoHaxiB unTady cam pobuTb BUCHOBOK LLOAO 3aKNadeHoi B ONUCI OLHKKM; O4HAK TakoX CMoCTepiraloTbCcs
BMMAAKW, KONW OLiHKA € eKCMILMTHOIO Ta NPSMO 3aknafeHa B OLHHUX MOBHUX OAMHULSX, LLO BUKOPUCTOBYIOTLCS NpU
onuci HeBepbanbHOi KOMyHikauii. BusiBneHo, Lo ouiHKa, 3aknageHa B onuci HeBepbanbHOiI KOMyHikauil nepcoHaxiB
MOXe CTOCYBaTUCA K OLHKM CaMoro nepcoHaka aBTOPKO Ta iHWMMW NepcoHaxamu (y pesynsraTi — i yatadem), Tak
i CTaBNEHHS LbOro NepcoHaxa Ao Toro, Lo WOro OTOYYE.

Knro4oBi cnoBa: ouiHka, HeBepbarnbHa KOMYHiKaLif, XyQOXHA niTepatypa, iManiuuTHa OLiHKa, eKCcnniunTHa OLjiHKa,
nepcoHax, [hx. PomiHr'.

The proposed investigation substantiates the presence of an evaluative component in the description of the means of
non-verbal communication in fiction based on J. Rowling’s novels “Harry Potter and the Philosopher’s Stone” and “Harry
Potter and the Prisoner of Azkaban”. The article defines the concept and presents the general characteristics of the cate-
gory of evaluation in linguistics; characterizes the essence of non-verbal communication; and presents the possibilities of
describing the non-verbal communication of the characters in the literary work of fiction as a means of conveying evalua-
tive meanings. The axiological aspect of language involves its ability to convey feelings, evaluations of people, situations,
and objects, and to share and contrast these thoughts with other speakers. Formed under the influence of interests,
goals, ideals, needs of the communicator, evaluation reflects his scale of values, characterizes the object of evaluation,
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