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POJIb NEPIIENITUBHOI META®OPHU B OGPA3HIN PENNPE3EHTAIIIT
BAJIBHOT'O TAHIIIO

CratTTIO MPUCBSYEHO POJIi HepuenTHBHOi Metadopu B 00pa3Hiil penpeseHTalil 6aapbHOro TaHIio. 3a pe3ynprataMu fociimkerns 200
MeTaOpUUHHX penpe3eHTalliil OanbHUX TAaHIIB, BiAiOpaHUX 13 aHIIICBKOMOBHHX TEKCTIB XOpeorpadiuHOro CripsMyBaHHsI (3arajaom
150 TexcToBHX (pparMeHTIB), BUSBICHO NMPOAYKTHUBHI BHYTPILIHPOMOAAIBHI Ta MDKMOAAIBHI MOJe MeTapOpUYHHX MEPEHOCIB, a
TaKOXX OCHOBHI MeXaHi3MHM iX (opMyBaHHs. 3’SCOBaHO, IO OJHMHUII, SIKI METaOPUIHO YKUBAIOTHCS B XOpeorpadidHuX TEKCTax,
3aBKIM MAlOTh ITO3UTHBHE CMHCIIOBE HaBAHTA)XEHHS. 3a JIONMOMOTOI0 IEpLEeNTHBHOI MeTadopy OalbHUN TaHEIh MpEICTaBICHUIT
SICKpaBUM, PI3HOMAHITHUM, AUHAMIYHHUM SIBHIIEM, BXXJIMBUM BUAOM TBOPUOI MisTILHOCTI JIFOJAMHH, SIKa CTUMYJIIOE MO3UTUBHI eMOIIii
Ta 3aJ0BOJICHHSL.

Kniouoei cnosa: nepyenmusna memagopa, mooanvhicme, OanbHull mareysb, AHIIICLKOMOGHULL XOpeozpadiunull OUCKypC

Siedakova M. V. The role of perceptual metaphor in the imagic representations of ballroom dancing. The article discusses the
role of perceptual metaphor in representations of ballroom dance. Ballroom dance stimulates a set of feelings and images due to the
polymodal perception of body movements. These manifest simultaneously in imagic and verbal modes. The latter appears as a set of
linguistic metaphors frequently employed in choreographic discourse.

To discover perceptual images of ball dance and their verbalizations, 200 metaphorical expressions were selected from modern
choreographic texts in English (the total of 150 pieces). The results of the study can be summarized as follows: perceptual metaphors
play an important role in the processes of encoding knowledge; the content of perceptual metaphors involved in ballroom dance
representations correlates with various perception modalities; both intramodal and intermodal patterns of metaphorical transfers are
at work; out of the two basic mechanisms involved into metaphorizing processes, the first one deals with associating similarities
between dance movements features and those of entities from other cognitive domains (body movement — a wavelike movement of
liquid, a flow of water, etc.); the second mechanism of perceptual metaphor formation is based on endowing dance movements with
atypical properties, analogically established between the domains of perception and dancing body movements (‘soft’/’sharp’,
‘sweet’/’spicy’, ‘bitter’, ‘tasteful’, ‘smooth’, etc.); all verbal means employed in choreographic discourse to create perceptual
metaphors have a positive semantic load. One of the main functions of the perceptual metaphor in choreographic communication is to
create vivid images and reveal the art of ballroom dance in all its multiplicity. With the help of the perceptual metaphor ballroom
dance is interpreted as a diverse and dynamic phenomenon producing extremely positive emotions that generate experience of
pleasure, joy, happiness, and accomplishment. Understanding the role and mechanisms of perceptual metaphor enables a deeper
insight into linguistic expressivity, nature of cognitive processes and multimodal semiosis as a culturally appropriate behaviour.
Keywords: perceptual metaphor, modality, ballroom dance, English choreographic discourse.

Berynni 3ayBaskeHHsl. Y CydacHid JIHTBICTHII CTaHOBJICHHS KOTHITUBHOTO MiAXOIY 0
BUBYCHHS MOBH CTHUMYJIIOBAJIO JOCTIDKCHHS KaTeropii eKCIPECMBHOCTI B MOBI H MOBIICHHI
[ApHomsx 1975, c¢.10], ocobnmBocTeii BepOamizallii MepHENTUBHOIO JTOCBiy MOBIIIB, MPOIIECIB
Metadopu3zaii [Tenus 1988, c. 37], [Apytionosa 1999, c. 370].

Mertadopa po3risgaeTbCs MOCHIAHUKAMU SIK YHIBEpCAJbHUN KOHLENTYaJbHUH IpolLec.
JIx. Jlakodd 1 M. JIrxorcon [JIakodd, Ixorncon 2003] TpakTytoTh KOTHITUBHI MeTadopu sk 3acio
BiJOOpaXXeHHsI CTPYKTYpPH CBITY y CBIZIOMOCTI. 3Bakaiouu Ha Iie, MEPLENTUBHY MeTadopy Ciix
pO3rIIsAaTH SIK BUSIB MOBHOI ekcripecuBHOCTI [ApyTioHoBa 1990], [ITorebns 1999], [Yopd 1960], a
TAaKOXX K IHCTPYMEHT Mi3HaHHs peaiiii Ta sBuml OyTTs. JIIHIBiCTM HArojouIylOTh Ha TOMY, IO
“nepeBakHy OIIBIIICTh EKCIPECHBHO 3a0apBIEHUX HAWMEHYBaHb CTAaHOBISATH CaMe€ MPOIYKTH
Mmetaopuynoro cmuciaorBopeHHs” [Temus 1988, c. 29]. KoruituBhuii ananiz meradopu
nepeadavae CEMIOTHYHMM TIAX1A, OCKUIBKH MeTadopa OJHOYACHO BHUCTYMAE IHCTPYMEHTOM
Mmi3HAHHS CBITY H 3aco00M 3HAKOTBOPEHHS: BepOaibHI 3HAKM, CHIBBIJHOCHI 3 OJHIEIO
KOHIIENITYaIbHOIO C(heporo, YKHWBAIOTHCSA Ha II0O3HAYCHHS SBUII, CIIBBIJHOCHUX 3 I1HIIMMH
KOTHITHBHUMH JIOMEHAMH, 30KpeMa 3 MUCTEIITBOM OAITLHOTO TAHIIIO.

3’sicyBaHHSI pOJIi MEPIENTUBHOI MeTadopu y Mpolecax IMi3HaHHS Ta KOTYBaHHS 3HAHb IO
CBIT, B&XIUBE TMPH JOCIIJKCHHI ‘‘OararokaHajlbHUX CeMIOTHK . K CiymHO 3a3Hadae
H. b. MeukoBcbKa, B TaHIl, OKpIM MOBH PYXiB, MOEIHYETHCS ‘‘MOBA MY3UKH, 0Opa30TBOPYOTO
MUCTEITBA, @ TAKOK MIMiKa TaHIIBHHKA 13 CEMIOTHKOIO MOT0 HETAHIIOBAILHUX PYXiB, a 3TOJIOM 1 3
ra3eTHO-)KypHaIbHUM 00roBopeHHsIM~ [MeukoBckas 2008, c. 301]. Taneup akTuBi3ye It
KOMIUIEKC TOYYTTIB 1 OLIHOK, SIKIi CTBOPIOIOTHCSA Yepe3 HMOro mojiMoJalbHE CHPUNHATTA, IO
BIIJI3EPKANIOETHCS B MOBI 32 JIOMOMOTOI0 KOHKpPETHHUX 3aco0iB. OcoOJMBOCTI CEHCOPHUX
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MEXaHI3MIB Ta iX B3a€EMOIiA 3 IICHXIKOK [O3BOJISIE JIFOAWHI 3ICTaBIATH TE, M0 HEMOXKJIHUBO
31CTaBUTH, TOPIBHIOBATH T€, III0 HEMOXKJIMBO MOpiBHATH [ApyTioHoBa 1990, c. 9]. Ileit mexani3Mm fie
MOCTIHO, CTBOPIOIOUM MeTadopy B OyAb-IKUX BHIAX JUCKYPCY, HacamIiepe y XxopeorpadigHomy.

MeTor nociaigkeHHsi € aHami3 OoOpa3HHUX pEMpe3eHTAIlii OAJTbHOTO TAHII0 B CYYaCHOMY
aHITIMCBKOMOBHOMY XOpeorpagiuHoMy IHCKYpCi, sKi BTUIEHO 3a JOIOMOTOI0 MEpLENTHBHOI
Metadopu. 3aBaaHHs: BUSABUTH MeTaQOpUUYHI MOJENI Ta MEXaHI3MH, 3aJisHI B PEMpe3eHTAIlIAX
0aJbHOTO TAHIIO; CHCTEMAaTH3yBaTH KOHIENTYalli30BaHI O3HAKM Ta y3araJlbHUTH HOMIHATUBHO-
JTUCKYPCUBHI 0COOJIMBOCTI MEPIENTUBHOI MeTahOpH B TEKCTaX XopeorpadiyHOTO CIIPSIMyBaHHS.

O0’€KT OCHiKEHHS: aHTTIIHCHKOMOBHHM XopeorpadiuHuii TucKypc.

IlpeaMeT IOCHI/DKEHHS CTAHOBIATH AaKTyaJlbHI TIEpPIENTHBHI o00pa3u Ta 3acodu ix
MaHi(ecTarii B TEKCTaX, K1 CIiBBIAHOCATHCS 3 MUCTEIITBOM Cy4acHOTO 0aIbHOTO TAHITIO.

VY JochimKeHHI 3aCTOCOBAHO KOMIUIEKC METOAIB: KOMIIOHEHTHUW aHaji3, KOHIENTYyalbHUN
aHaJIi3, METOJI KOHTEKCTOJIIOTIYHOTO aHAi3y.

Marepiaa nociimkeHHs oxorunoe 150 TekcToBux (hparMeHTiB, Oe31mocepeIHBO MOB’ I3aHUX 13
xopeorpadiuHoo Tranmy33io, y SKHX akTyauizoBaHo mnoHaa 200 meradopuyHHMX pemnpe3eHTalin
OaJILHUX TaHIIIB.

Bukiaag ocHoBHoro marepiany. Meradopa € MOBHOIO YHiBepcamiero il 3a0e3meuye
peamizaiio eKCIpeCUBHO-eMOITIOHATBHOT (yHKIT MOBHU. JIfOJMHA BCTAHOBIIOE CXOXICTH MIXK
o0’eKTaMu Ta SBUILNAMH, $KI CHOPUHAMAIOTbCA 3a JONOMOIOI0 pI3HMX OpraHiB  4yTTA
[ApytionoBa 1990, c. 15]. b. Yopd [Yopd. 1960, c. 163] BkazyBaB Ha Te, mo meTtadopuyHa
CHUCTeMa YMOXKIIUBIIIOE PEMPE3CHTAllil0, HAMPUKIAA, HEMPOCTOPOBUX VSBICHb 3a JIOTIOMOTOIO
MIPOCTOPOBUX TEPMIHIB.

3a3HaunMo, 10 MeTagopH 3aiiMarOTh BAXKIUBE MICIle B KOMYHIKAIii Ta XapakTepU3yIOThCs
EMOIIIHOI0 3a0apBJICHICTIO W eKCIpecHBHICTIO. HaiiBaxnuBimry >k pojb BOHU BIJITpalOTh y
penpe3eHTanii BiTY4YTTIB Ta BpakeHb MOAWHHU. OpHIEI0 3 OCHOBHHMX (YHKLIA NepHEenTUBHOL
Metaopu B XopeorpadiuHOMY AMCKYPCl € CTBOPEHHS SICKpaBUX 00pa3iB, sKi PO3KPUBAIOTH
MHUCTELTBO OaJbHOIO TAHIIO. 3a JOMOMOrol MeTadopHUHUX Mojeneil soauHa (HOopMyIIoe s
ceOe cBill BIacCHUWI TIITMOMHHUI 3MICTOBHUN JOCBIA: pymMOa — KOXaHHS; TAHTO — MPUCTPACTh TOIIO.
“The ballroom audience wants to see the flirtation between partners in their cha cha cha and the
romance between them in their rumba...and their passion in their tango” [Marion 2008, c. 37].

KornituBHi MeTadopu BHHHUKAIOTH Y PE3y/ibTaTi YCBIOMIICHOTO IMi3HAHHS CBITY W JIIOJUHH
yepe3 TiiecHuid nocsin [Freeman 2002, c. 257]. IcHye m’aTh MOAyCiB mepIenilii: 3ip, JOTHK, 3amax,
CMaK 1 ciIyX. 3a CrIocoOOM CHPUHHSATTS CXOXKOCTI peaiiil 1 SBUII MOXJIMBI Pi3HI acoliaTUBHI
MEPEHOCH: 3 OTIOPHUM 30POBHUM, CIIyXOBUM, HIOXOBUM, TaKTUJIHHUM T4 CMAaKOBUM KOMIIOHEHTOM.

banpHuii TaHenb € OJHUM 13 HaWEKCIPECUBHINIMX BHJIIB MHUCTEITBA, KU CIPUIAMAETHCS,
“gepe3 CYKYITHICTh TaHIIOBATHHUX KPOKIB, Y AKUX OApPa3y BUSABISETHCS €MOLIMHUI CTaH JIIOAUHUN
[MeukoBckass 2008, c. 305]. 3aranpbHOBiOMO, IO €MOIliliHI cTaHu Ta GOPMHU IX BUSBICHHS
MOSICHIOIOTHCS SIK BPOJKEHUMH TICUXOJIOTIYHUMH OCOOMBOCTSMU JIFOJMHH, TaK 1 COIIaIbHUMHU
KYIbTYPHUMH UYWHHUKAaMU. banbHUIl TaHeUb BHUKJIMKAE E€CTCTUYHI MOYYTTS, 3aJOBOJICHHS BiJ
rapMoHii 0apB, 3BYKiB, pyxiB 1 opmu. CitiJl TaKOXK 3BaKATH HA BAXJIMBICTh MPAKCUIHUX TOYYTTIB,
IO TMEPeXHUBAIOTh TAHLIBHUKKA Yy 3B’A3KY 31 CTaBJICHHAM 10 CBO€i TBopuocTi [IlomozeHko,
Owmenbuenko 2009], 1 ki HaliuacTille BUABISIOTLCS B 3aXOILIEHH], 3aI0BOJIEHH] L[I€I0 IISILHICTIO.

OOpa3na pemnpeseHTaliss OalbHOrO TaHIIO 3AEOUIBLIONO CTBOPIOETHCS MeTadopamu 3
OTIOPHUM 30POBHM KOMITOHEHTOM, IO TOSICHIOETHCS JOMIHAHTHICTIO BI3yaJbHOI MOJAIBHOCTI y
MPOIIECi YYyTTEBOTO CIIPUMHATTS TaHIIOBAIBHUX PyXiB. Po3risiHeMO Taki MeTadopH AeTaIbHilIe.

Hanpukmnan, BHUKOHaHHS TMOBUIBHOIO Balibca IMPEACTABICHO IMO3HAYEHHSIMH IUIaBHOIO,
MOBUIFHOTO, TPUBAJIOIO IEPECyBaHHs, SKE HE MOBHHHE MAaTH 3YMMHOK. Y BepOalizamlisx TaKuX
pyXiB HeaOHWsKy poJib Bifirpae Bi3yasibHa MeTadopa, sSKa CTBOPIOETHCS 3a JTOTIOMOTOIO
MPUKMETHHKIB 13 MPOCTOPOBUMHU Ta TOPIBHSIBHIUMH CEMaMH B 1X JIGKCHUHUX 3HaYeHHsX (long <
“measuring a great distance”, wavelike < “to move in a particular direction with a swaying
motion”), a TaKoX MJi€cIOBaMH Ha IO3HAYEHHS IUIABHOTO, TPUBAJIOro i Oe3mepepBHOTO PyXy
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(flow < “move steadily and continuously in a current or stream”, run < “flowing naturally”, spin <
“to turn quickly”). 3a pgomomororw 1mux 3acobiB ctBopeHo o6paz HEBIIMHHUX XBWJIb
(“wavelike rise-and-fall motion” [Wright 2013, c. 87]), ski 3axommorth npoctip (“long gliding
steps”) 1 CTBOPIOIOTh atMoc(epy JIerkocTi i crokoro (“easy-going fluid comfortable movements”
[Simon, Short 2017, c. 31]). Omke, BAJIBHUN TAHEIb — ue npupozana, crokiitna TEUIA, ska
Ma€ BHYTPIIIHIO CHJIY W TOCTIHHO PyXaeTbcs B MIEBHOMY HANpsMKY: “dance consists of a constant
Sflow of body movement” [Welsh-Asante 1996, c. 82].

KoMmmiekcHiii peamizarii BizyaneHoro o6pasy TEUIl cnpuse ykuBaHHS TPUKMETHHKIB 3
IHTepPEHTHOIO EKCIIPECUBHICTIO, Y CEMaHTUIll SKUX € ceMH ecTeTuyHoi omiHku (‘looking
impressive’ / ‘rapHMil Ha BUIIISLA, ‘attractive’ / ‘30BHIIIHBO TpuBaOmmBHi’, ‘stylish’ / ‘sxwuit
BHUIJIsa€ 0coOMUBO’ ToOINO): “stunning Viennese Waltz” [Chow 2015, c. 33] (stunning “looking
extremely impressive or attractive”), “dramatic snapping turns of the head’ [Simon, Short 2017,
c. 23] (dramatic “very sudden or noticeable, full of action and excitement”), “beautiful waltz”
[Smith-Autard 2010, c. 248] (beautiful “very attractive, i.e. very pleasing in appearance”), “the
dance is stylish and playful” [Chow 2015, c. 43] (stylish “of a high quality in appearance”).

BraxeMo Ha BaXJIMBICTh MNPOTHCTABICHHS Yy BepOAJIbHOMY BIATBOPEHHI 0OCOOIMBOCTEH
6anpHOrO TaHuo0. Hanmpukiaa, monepeMiHHICTh pyXy W 3yNHMHKH MaHi(ecTOBaHO B KOHTEKCTI, J0
SIKOTO 3aJTy9alOThCSl OJMHUII HA MMO3HAYCHHS OE3MEPEPBHOTO PyXy Ta 3yIMUHKU YW KOJIUBAHHS: “the
effect of drag hesitation suggests conflicting emotions in the dance” [Drake-Boyt 2011, p. 21]
(drag “pull something along the surface”, hesitation “pausing before doing something”).

Hageneni BepOanizalii IepeKOHYIOTh Y TOMY, 1110 OaIbHUH TaHEeIb Ma€ MOTY)KHUNA eMOIIiHHUHA
BIUIMB SIK Ha BUKOHABIIIB, TaK 1 Ha TJsAJa4iB, CTBOPIOE aTMOCGepy TBOPUYOCTI, TApPHOTO HACTPOIO.
Xopeorpagu HaroJoumyTh Ha POJIi eMOLIHHOCTI i1 Yac BUKOHAHHS OaJIbHUX TaHINB: ““...you have
to enjoy every emotion...while dancing to each other... we need to use our emotions together, not
individual” [Selmi, Fancello]. ¥ rusmauiB OanbHUN TaHENh CTUMYIIOE SICKpaBY YsBY, TBOpYE
CTaBIICHHS JIO TOTO, IO BiTOYBA€ThCS: 4Yepe3 CIOTJSAAaHHS JFOJWHA 3aTy4aeThCsl J0 MO U
cTBOproe CBIT (“foxtrot is inspiring dance to watch” [Anon 2016, c. 34], ne inspiring o3Ha4ae
“encouraging, making you feel you want to do something”).

I'ycratopHuii 06pa3 6aIbHOTO TAHIIO BTUIEHO 3a JJOITOMOT'0I0 TaCTPOHOMIYHOT MeTadopH, AKa
CTBOPIOETHCS Y)KHBAHHSAM TaKUX TTO3HAYCHD:

= cMmak (sweet, tasteful, spicy, flavor, bitter) — sweet dancing [Yolen 2014, c. 38]; “Their
show contained a tasteful portrayal of each dance that was more in tune with the wishes of the
older, more conservative members” [Zona, George 2008, c. 8]; “The tango had become a lot more
exotic and spicy” [Horwood 2010]; “Merengue: another dance with a Latin flavor” [Weinstein
2012, c. 193]; “he turned to the tango. He felt bitter and betrayed by fate ... it seemed logical that
he would find comfort in the very bitterness of the tango’s lyrics, its all-encompassing despair”
[National Geographic Society 2003, c. 349]; “Delinquent song, bitter lament, / smile of hopefulness,
sigh of passion - / this is the tango” [Klinkman 2002] “the character of tango gives its unique look
and flavor and brings the dance to life” [Simon, Short 2017, p. 27].

= pI3HOMAHITTS CKIAIHUKIB CTpaB (diverse, spicy, ingredients) — “tango was created from
spicy and diverse ingredients “[Sawyer, Thomas 2005 c. 15]; “To compete in dancing means to
perform. Inside the “performance” pot technique is only one of the ingredients that will make you
win” — [Matteo Del Gaone 2018]; “elements of dance...illustrate each of the four ingredients:
action, dynamics, space and relationships” [Paine 2018, c. 57].

= cnocobu o0poOku MpOAYKTIB (mix, freeze, melt) — “tango is timeless, mixing love and
action in the motion of the people” [Thompson 2010, c. 4]; “the snap of a head to suddenly freeze
and then melt into slowness in tango” [Marion 2008, c. 46 |, "creative dance composition results
from a complex mix of objective learning...” [Smith-Autard 2010, c. 11].

Xopeorpabiunuit guckype omnepye oopasom BAJIbHUIM TAHELL = CMAUHA CTPABA,
sIKa CKJIAJIA€ThCA 3 PI3HUX IHTPEIIEHTIB 13 0COOIMBUM BUIITYKaHUM cMakoM. [IpaBuibHe moeqHaHHS
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IHTPE/IIEHTIB HAJA€ CTPaBi O3HAK MPOAYKTY HAWBUINOI SKOCTI. BUsBIsI€ThCs, 10 OanbHUI TaHElb,
K 1 1%a, 00’ €IHy€E JIIOANHY W JOBKULISA, CIIYTY€E JPKEPEJIOM €HEprii Ta )KUTTS.

[lepuenTuBHi MeTaQopH YMOXIUBIIOIOTH TaKOX BepOamizalilo TaKTHIBHHX 00pa3iB
OanbHOTO TaHIIO: “sharp deliberate steps” [Simon, Short 2017, c. 29] (sharp “having a thin edge
that can cut and produce pain”), “feather step” [Castle 1974, c. 46 ] (feather “one of the many soft
light things that cover a bird’s body, consisting of materials like hair”). I{i oOpa3u wacTo
BepOamizoBaHO 3a JOMOMOTOK) KOHTEKCTYaJIIbHOTO HAOJMMKEHHS OJIWHUIL 13 TPOTHIICKHUMH,
HECYMDKHHAMH CEMaMHU B 1X JICKCHYHHUX 3HAYCHHSIX.

[TpuKMeTHUKHM Ha MO3HAYCHHS TEKCTYPHU 31 3HAYCHHAMHU ‘M’ SIKUH Ha JOTHUK , ‘pIBHUI’ (smooth
“even, perfectly regular, without ,sudden changes or interruptions”, gentle “calm, soft””) mo3uiitHo
CYMIIIAIOTBCS 3 JIECTIBHUMHM HA3BaMHU PI3KUX, IIBUIKUX KOJMBAJIBHHUX Ta OOEpTaIbHUX PYXiB
(sweep “quick and powerful movement”, furn “an action that causes something to move in a circle
round a fixed point”). Hanpuknan, “movements include smooth steps, sweeps, and turns”’
[Hamilton 2011, c. 8], “gentle dance with turns” [Bloomer 2015, c. 27]. Tak peamizoBaHO
CHHKPETHYHHIl TaKTHIBHO-Bi3yansHuii o6pas BAJIbHUI TAHEILG = ITIP’STYKO, 11O XXBABO
KPYXJISE B IIOBITPI. 3 onHoro 6oky, 11eit 00pa3 BTIIIO€E MJIaBHICTh, MOBUIBHICTh, BATOHYCHICTh
1 Kpacy pyxiB, a 3 IHIIOro OOKy — iX pi3KiCTb, IIBUIKICTh, MEPEeMiHHICTh. Taka BepOamizamis, mo-
TepIie, BiAI3epKaTOe TUHAMIKY 0aJbHOTO TAHITO, 1[0 CTBOPIOETHCS MOETHAHHAM TUTACTHYHOCTI
HaNpYy>KEHOCTI pyXiB TiNa, MO-Apyre, BIATBOPIOE EMOIINHO-00pa3HUM acHeKT LbOro BHIY
TISUTBHOCTI.

BucnoBku. [lepueniiisi, IHTEpMOJATBbHICTh BIAYYTTS BaXKJIMBI ISl KOLENTYyalli3awii 3HaHb PO
JOBKUJIJISI, BPaKEHb, OI[IHOK 1 JTOCBITY MOBIIIB. ACOIIIaTUBHICTh MUCJICHHS, BTUICHA B SICKpaBiil
00pa3HOCTI 1 BIATBOPIOBaHA B MOBHIN Ta MOBJICHHEBIM MeTadopHIll, YMOXKIIHBIIOE CTPYKTYPALiIO
JOCBIZly TIUISIXOM EKCTPAmoJisAllii 3a aHaJoTi€l0 BIIOMOCTEH OfHi€l cdepu Mi3HAHHSA Ha IHIIY.
[MepuentuBaa Metadopa, 3aaisiHa B PEMPE3CHTAIlISX OATFHOTO TAHIIIO, 32 3MICTOM CITIBBITHOCUTHCS
3 pI3HUMU PIBHAMH CIIPUAHSTTSL.

AHami3 TEKCTiB JT03BOJIMB BCTAHOBUTH TaKi BHYTPIIIHbOMOJAIBHI Ta MIDKXMOJATbHI MOJEINI
MeTaOpUYHHUX TEPEHOCIB: 30pOBa O3HaKa —> 30pOBa O3HaKa (PyX PiAMHU — pyX Tija JIOAWHN),
rycTaTopHa O3Haka — 30pOBa O3HakKa (OCOOJIMBUI CMaK —> CBOEPIHUM, HE3BUYANHUHN PyX Tisa),
TaKTWUJIbHA O3HAKa — 30pOBa O3HAaKa (JIETKWW, MPUEMHHM, TOCTPUN HA JOTUK — TONEPEMIHHUN
IJIaBHUA Ta pi3KUA pyxw Tina). CHiBBIAHECEHICTh 3 TI€I YW IHIIOK MOJATBHICTIO CHPUHHSTTS
3aJIOKUTh BIJ O3HaK pPyXiB, IO KOHIENTYyali3yloTbcsa. OCHOBHI MeXaHI3MU (HOpMyBaHHS
MeTapOpUIHUX penpe3eHTaliid 0albHOTO TAHIKD 3aCHOBAaHI Ha amensili 70 KOHKPETHHX O3HaK
pyXiB Ta HamaHHAM iM MeTaOpHYHHMX 3HAYEHb (KOJMBAHHS TiJla — BOJISHUN Ball), a TaKOX
MPUITMCYBAaHHI TAHIIOBAJHHUM PyXaM HETHUITOBHX JIJISl HUX TEPICTITUBHUX BIACTHBOCTEH (CMauyHU,
COJIOAKWM, M’ SIKHIM TOIIO0 —> KpacUBHUH, MpueMHHM). OYEBUIHO, 1O OAUHUIN, SKI METaQOPUIHO
YV)KUBAIOTHCSI B XOpeorpadivHnX TEKCTax, 3aBKIM MAIOTh MO3UTHBHE CMHCJIOBE HaBaHTa)KCHHS. 3a
JI0MIOMOT 00 TIepLenTUBHOT MeTadopu OabHUI TaHEIb MPECTABICHUN ICKPABUM, PI3HOMAaHITHUM,
JTUHAMIYHUM SIBHIIEM, SIKE€ CTBOPIOE TIO3UTUBHI €MOITii, paaiCTh 1 3aJOBOJICHHS.

IlepcieKTHBHUMHM MOXXYTh OYTH TOPIBHSJIBHI Ta ICTOPUYHI JOCHTIJKEHHS HOMIHATHBHO-
JTUCKYPCUBHUX OCOOJIMBOCTEH TMEPIENTHBHOI MeTadopu y BepOATbHUX PENpe3eHTAIliAX 0aabHOTO
TaHI[IO Ta IHIIUX BUAAX TBOPYOI AiSUTLHOCTI JIFOIUHHU.
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(3anopizvkuti HayioHanbHUL YHi6epcumem)

JIACKYPC BJIOTTHI'Y SIK OCOBJIMBAM BUJI IHTEPHET KOMYHIKAIIII

CTaTTs NPUCBAYCHA NMUTAHHIO BUBYCHHIO AUCKYPCY OJOTIHTY SIK OKPEMOTrO BHJY IHTEPHET-ONOCEPEAKOBAHOI KOMYHIKALl, KU €
OIHMM i3 HAMOLIbLI BIUIMBOBHX Ta PO3MOBCIOUKEHHX y CY4acCHOMY CBITOBOMY MpOCTOpi. Y Mexax IOCIiKSHHS BHOKpEMIICHI
¢GyHKii, MeTa Ta yJacHUKH AUCKypcy Oiorinry. Hamane BnacHe BU3HaUSHHS MOHSTTS «OJIOT» Ta «IUCKypC OJIOTIHTY». Y3arajabHeHi
TOJIOBHI XapaKTEepHi PUCH IFOTO BULYy TUCKYPCY.

Knouosi cnosa: 6102, inmeprem KOMYyHIKayisi, OUCKYpC O02IH2Y, IHMEPMEKCMYanrbHiCmy, 0ldI02IYHICMb.

Khatser G. O. The discourse of blogs as a particular type of Internet communication. The article is devoted to the problem of
discourse studying. In the modern society, the communicative vector has changed its direction towards ‘“electronic” or Internet
communication. One of the most popular and wide-spread tools of this type of interaction that meets demands of the wide range of
users and can be easily fulfilled by every average philistine is blogs and blogging in general. The aim of the research is to analyze
blogging, to find its peculiarities and factors leading to the discourse of blogging identification as one of the separate types of
network communication. Starting its functioning in 1994, blogs have gradually gained the market of communication. Today they
have grown and spread to many spheres of human activities, emphasizing visual component of interaction in the form of video blogs
or vlogs.

Both foreign and Ukrainian scientist study this issue, providing various definitions of this term. However, these terms are rather
narrow and do not reflect all peculiarities of blogs usage, that is why the article has provided new definition of a blog. The sphere of
blogging has its own participants: - authors of web pages that can be presented by both individuals and legal entities; - potential
readers / watchers who are regarded as the target audience; - moderators of the Internet environment who are responsible for
maintenance of law, netiquette and order while communication. In addition, the research has outlined main functions of blogging,
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