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The article considers structural and cognitive characteristics of riddles in film translation. Artistic riddles do not follow any
specific patterns from the standpoint of the methods used for encoding the answer to be guessed. Consequently, they pose
a variety of challenges for the translator. The clues the riddler gives can be embodied in a rhyme, an anagram, they can be
based on the play of words or resemble folk riddles with their inherent abstract imagery. However, every riddle proceeds from
a certain communicative strategy. Seemingly designed to prevent the guesser from obtaining what they wish, riddles are
meant to check if the seeker is worth the “prize”. The guesser potentially possesses the knowledge and skills required to find
the answer, though it may take considerable effort. The sufficiency of clues necessary to reach the solution corresponding to
the original constitutes a major factor of the riddle translation. Nevertheless, the structural component plays an equally impor-
tant part in terms of preserving the aesthetic influence of the riddle. Sometimes, it is even crucial to ensure the appropriate
visualization on the screen or to provide for the consistency of the plot. Anagrams can be rendered on the basis of rearrange-
ment of letters in the target language. The successful reproduction of rhythm and rhyme heavily depends on the nature of
the images underlying the riddle, how abstract or concrete they are, whether they allow for a certain degree of modification
without disturbing the connection of the riddle and the answer. The foreign-language component shall be naturally entwined in
the translation, preferably retaining its “otherness”. The play of words is a complex problem in itself. In riddles it is even more
relevant to recreate the play, since its omission may not only affect the overall aesthetic function of the original but also blur the
images vital for finding the correct answer. In films the issue of riddles translation becomes more multifacet as their rendering
requires taking into account the correlation between the textual aspect of the riddle and the events unfolding on the screen.

Key words: anagram, communicative strategy, riddle translation, rhyme, word play.
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Y cmammi posansiHymo cmpykmypHi ma KoeHimueHi ocobnusocmi nepeknady 3azadok y ¢hinbmax. OpuaiHanbHUM
3aea0kaM He rpumamaHHi Xo0Hi modeni nobydosu 3 0250y Ha 3acobu Kody8aHHST po32adKu. SIK HacmiOOK BUKTUKaKMb
pidHomaHIimHi mpyoHowi nid yac nepeknady. lMidkasku, ski 0ae mol, xmo 3azadye 3a2aldKy, MOXymb emifoeamucs y
gipwi, cknadamu aHazpamy, MOXymb rpyHmyeamucsi Ha epi cnie abo Hazadygeamu HapoOHy 3a2adKy 3 npumamMaHHUMU
it abecmpakmHumu obpasamu. [lpome KoxHa 3acalka 6a3yembcs Ha NesHil KOMyHikamusHili cmpameaii. Hesgaxarouu
Ha me, wo 3az2adka, 30aembCs, npusHayeHa, wob He damu momy, xmo ii po3zadye, ompumamu me, 4020 6iH baxae,
B0HU Malomb Ha Memi repesipumu, Yu eapmull 8iH Hazopodu. Tol, xmo wykae po32adKy, MOMEHUIlUHO 805100ie 3HaH-
HAMU ma Hasu4ykamu, HeobXiOHUMU Ons 8i0noeidi, Xxoya ii 8UPIlEHHST MOXe 8uMazamu 3Ha4YHUX 3ycurb. [JJocmamHicmb
nidka3oK, wo HeobXxiOHi 0n1s 8ipHOI po3z2adku, sika eidnogidana 6 opuziHarny, € saxnusum chakmopom nepeknady. OdHak
¢bopmarbHUl KOMIMTOHeHmM gidiepae He MEHW 8aXIiugy pPosb y 30epexeHHi ecmemu4yHoz2o ennuey 3az2adku. IHOOi 8iH Mae
gupiwarbHe 3Ha4yeHHs Ons 3abe3neyeHHs HanexHol 8idyanisauii Ha ekpaHi abo yinicHocmi croxemy. AHagpamu MOXymb
8i0meoprosamucsi Ha OCHO8I MepecmaHo8KU fiimep y Uirbosili Mosi. YcriwHe 36epexeHHs pummy ma pumMu 3Ha4HOK
Mipoto 3anexums 8i0 crieyudpiku obpasie 8 0CHO8I 3a2adKu, HaCKifbKu abcmpakmHuMu abo KOHKpemHUMU 80HU €, Yu
nidnsizatome 80HU NEBHUM MOOUbiKauisiM 6e3 MopyWeHHs 38’a3Ky MixX 3a2a0Ko ma po32adkoro. [HWOMOBHUU KOMITO-
HeHm Mag MpupoGHUM YUHOM erfiimamucs y nepeknad, npu ubomy baxaHo, w0b eiH He empamue ceoei «iHwocmiy. pa
cnig € cknadHoto nepeknadaubkoro npobremoro. Y nepeknadi 3aeadok Hasimp binbw penieeaHMHUM € 8i0MBOPEHHS epu
c1ig, OCKINnbKU I HigenteaHHs MOXe 8MIUHYMU He MiflbKu Ha 3a2alibHy ecmemuyHy QyHKUI opugiHany, ane U posmumu
nidka3Ku, Wo € Hadsaxugum Ons npasusibHoi 8idnoeidi. Y ¢hinbmax npobrnema nepeknady 3aeadok € binbw 6azamoac-
MEeKMHOM, OCKinbKU rid yac ix nepedadi HE0OXiOHO 8paxosysamu Crii88IOHOWEHHST MiXX MEKCMOBUM acrieKmom 3a2adku

|aYKOBMI BICHMK XE€PCOHCbKOro AEepXaBHOro yHiBepcUTeTy

ma nodiamu, Wo po320pMarmbCs Ha EKPaHi.

KntouyoBi cnoBa: aHarpama, rpa cnis, KOMyHikaTBHa CTpaTeris, nepeknag 3aragok, puma.

1. Introduction

Riddles have been widely discussed in
numerous studies, which, however, were mostly
concerned with folklore riddles as a manifestation
of national identity or culture-specific cognitive
mechanisms of knowledge representation. The
linguistic aspect of riddles is well-established
unlike the specifics of their translation including
the reasons for the difficulties the translator may
encounter. Unlike folk riddles, artistic ones are
produced by the imagination of the screen writer,
consequently, they vary greatly from the point of
view of their form, images underlying the code
for a specific answer, correlation between the
text and its visualization on the screen.

The object of the research is the riddle as a
textual unit, “a product of cognitive and commu-
nicative creativity which expresses the subject,
logical, aesthetic, figural, emotional and evalu-
ative information about the reality” (3axaposa,
2009: 6). The subject of the study is constituted
by the structural, formal and cognitive specifics
of the riddles and their influence on the selection
of translational methods. The research is aimed at
determining the correlation between the formal
representation, cognitive and communicative
value of the riddle and the method of translation
to be chosen.

2. Overview

O. O. Selivanova defines riddle as “a dis-
course which represents a dialogical unity of the
riddle and the answer embedded in the interac-
tive space of the communicative situation whose
semiotic mediator is a text describing, in a trans-
formed or an incomplete form, the denotation
as governed by the communicative strategies of
prompting and ciphering” (Cenuanosa, 2014).

The significance of the riddle being qualified
as a discourse lies in the fact that it reveals its
communicative and situational nature. The rid-
dling process, by definition, is based on a dia-
logue, interaction of communicants pursuing
their own objectives. However, if folk riddles
mostly function as a source of national wisdom
having a fixed structure and mostly decipherable
regardless of the context, artistic riddles found in
literature or cinema challenge the general idea of
a “question-answer” combination, they “vividly
manifest the arbitrary will of the human mind, in
particular linguistic consciousness, and its reluc-
tance to fit into any limits or categories (JIeBuH,
1978: 284). Artistic riddles follow no specific
algorithms either from the point of view of their
structure or solution. They may vary from joking
questions where entertainment is the principal
goal of riddling to wisdom questions where there
is no single answer but the answer must be smart
and true. However, riddling always pursues a
certain aim as the answer allows the guesser to
obtain what he seeks, to find his path or even to
remain alive.

Thus, riddling represents a specific lin-
guistic behaviour with an underlying commu-
nicative strategy as “a set of speech actions
aimed at achieving the communicative goals”
which “includes the planning of speech activity
depending on the communication conditions and
the identity of communicants as well as its imple-
menting” (Hccepe, 2008: 125).

The strategy, riddling is based on, combines
both pragmatic and cognitive components, as
the process presupposes certain actions both on
behalf of the riddler and the guesser, at the same
time the riddler presumes that his “opponent”
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possesses knowledge sufficient to find the answer.
“Taken as a whole <...> from the riddler’s point
of view the riddle is both a test of the guesser’s
equality and a matter of forcing the guesser to
demonstrate his equality” (Jolles, 2017: 105).
Riddle orientation at a specific addressee deter-
mines its reception and further search for the
solution proceeding from the clue given. Some-
times the answer comes when the guesser simply
gives it a thought and sometimes he/she must go
through several stages or even several riddles in
order to reach the desired key. However, though
the riddle by definition provides for multiple
answers and poses difficulties for the guesser, it
is mostly constructed in a manner which allows
the intended person to find the solution with
some effort.

M. Foucault once said “not everything can
be said, not everything can be talked about, not
everyone can be spoken to and not under all the
circumstances” (Dyxo, 1996: 51). Artistic riddles
are designated for those who are knowledgeable
or intelligent enough. They trigger mental oper-
ations which permit to actualize the fragment
of knowledge against the background of which
the answer can be found. The riddler may intend
to prevent the guesser from obtaining what he
wishes, nevertheless, the riddle provides enough
information for the guesser to decipher the code.
Inventing his riddles, the author/screen writer
unfolds a communicative space between the rid-
dler and the guesser.

3. Results and discussion

From the point of view of their translation,
the riddles pose difficulties both in terms of
their form and communicative orientedness. The
former allows the riddle to play an important
aesthetic, emotional and entertaining function
within a film. The latter provides for consistency
of the riddle itself and the expected answer. Pres-
ervation of the communicative function prevails.
However, the structural and formal aspect of the
riddle does not lose its relevance not only from
the perspective of emotional impact but also
from the standpoint of consistency of the story.
If a riddle is written in verse and is positioned as
such in the film, the viewer may be confused by a
translation lacking both rhythm and rhyme.

A specific type of riddles is constituted by ana-
grams created through rearrangement of letters to
obtain a word or phrase. However, the letters and
the words they form in the original cannot pos-
sibly correspond to a meaningful combination
in translation. The most natural method of ren-
dering an anagram is to create one which would
produce the same key in the target language.

When the librarian and his guardian find an
anagram on the place where Prospero’s staff is
supposed to be hidden, they read the following:
“The Guns Bind Gab”. The coded phrase in full
says “Things bad begun make strong themselves
with ilI” which is a quote from “Macbeth”, a lit-
erary work whose plot is intertwined with the
entire logic of the hiding-place. While trying to
decipher the anagram, Eve, the guardian, recol-
lects a quote from Macbeth matching the code.

The translator opts for a variant which allows
for arranging the letters in the manner to obtain
the same quote in the target language, thus
changing the original. Consequently, “The Guns
Bind Gab” is transformed into «Jlo3a B ouax
nomiTHay, while Shakespearean words turn into
their Ukrainian equivalent «XTo 3710M mIo4aB, TO#
knnue ¥ gami muxoy». The librarian’s attempts to
guess the answer are also reproduced in a com-
pletely different manner which corresponds to
the Ukrainian-language anagram.

“The Guns Bind Gab.

Bind gab.

Words we don’t say.

No, “Macbeth” again? No,
there’s no quotes about guns
in “Macbeth.

“If it’s a code, we need some

sort of cypher to solve it.
Unless it’s a self-contained

Jlo3a B ouax rmomiTHa.
Jlo3a B ouax... Hi, sxace
uicenituui. Lle mro,
Tex 3 Maxbera? Hi, Tam
HEMae€ TaKuX CIiB.

SIKIIo 1e Koj, TO
norpiben mudp, xida 1mo
1€ — YaCTKOBA aHarpama.
OO60XHIOI0 aHATPaMHU.

anagram. Jlo3a B o4ax, j03a B
Ooh! I like anagrams. 0Yax MOMITHA... 3a049Ha
Guns bind gab. MOMCTA, Hi, 3]10 B 04ax”?
Guns bind gab. Tak, 11e OLIBIIE CXOXKE.

Hi. 310 mouas.
A! XT0 3710M 1104aB,

No, uh Bathings bunged.
- Now that better not be it.

- No. TOW KJIMYE W Jaji JIUXO.
Bad begins - Ah! - Hmm? Maxoer, akT TpeTiii,
“Things bad begun make cueHa apyra (biGmiore-

strong themselves with ill.
“Macbeth, ”Act III, Scene II.
(The Librarians).

Another translational problem is represented
by the riddles characterized by rhyme or rhythm.
They require not only preserving the meaning
which would allow the guesser to solve the
problem but also reproducing the form to exert
the same aesthetic influence.

Sometimes, riddles in cinema use generalized
images, proving close to folk riddles which code
natural phenomena, human qualities, everyday
items, etc. Therefore, translators have more tools
necessary to preserve their form. Looking for the
appropriate rhymes, they are freer in the choice
of lexical means, as their only goal is to provide
the guesser and, correspondingly, the reader with
a riddle which would lead to the same answer.

In the following example, rendering Gollum’s
riddle about the wind, the translator uses the
poetic form characteristic of the source.

Kapi).

Bunyck 1. 2019
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Voiceless, it cries,
Wingless, it flutters,
Toothless bites,
Mouthless mutters. (The
Hobbit: An Unexpected Birep. (I'o6iT. HeouixyBana
Journey) TIOZIOPO’K)

Though the rhyme is lost, the rhythm and short,
concise lines follow the original riddle which
gives the translator an opportunity to reconstruct
the impact of the source from the formal point
of view. Still, another aspect of the riddle pres-
entation is omitted. Parallel constructions used in
the English-language riddle allow for creating a
paradox where such actions as crying, fluttering,
biting and muttering are performed by something
or someone inherently unable to do so. Thus, the
imagery of the original is partially disrupted, as
the translator does not reproduce the grammat-
ical parallelism from the target riddle as well as
changes some of the components the source met-
aphorical representation of wind proceeds from.
In this manner, toothless biting and mouthless
muttering are removed while the idea of contin-
uous traveling emerges. All the changes, made
by the translator, nevertheless, do not produce a
negative influence on the general communicative
strategy implementation. The images offered by
the translator are powerful enough to guide the
guesser to the correct answer.

However, some riddles in verse pose increased
requirements to the translator, as, in addition to
preserving the formal presentation of the riddle,
they presuppose much more precision in terms of
the content and the core images. In “Harry Potter
and the Goblet of Fire”, the protagonist is sup-
posed to find out what the following task in the
tournament is going to be by solving the riddle
shown in the example.

Come seek us where our
voices sound.
We cannot sing above the

Tonoc-cmepu
Kpuna-xmapu
Biunwmii yrikay,
Biuno y manpax.

[lykaii Hac TaMm, 1€
Hally MiCHIO Yy TH,
Ha cymi mu HiMmi 1

ground. BEJIbMH CKYTI.
An hour long you’ll have to [ moBepHyTH cKap0 i
look BiIHANTH,

To recover what we took.
(Harry Potter and the Goblet  maemt tu. (I'appi [TotTep
of Fire) 1 KEJTMX BOTHIO)

The riddle is hidden in a golden egg which
unveils its secret when opened under water, oth-
erwise it only gives a sharp cry, which is tightly
connected with the answer — mermaids. For this
reason, the reference to their voices being muted
on land is the key one for understanding which
creatures are described. The second part of the
riddle is rather explicit. It says that the contest-
ants will have no more than an hour to bring
back whatever the mermaids have taken away.
The translation quite closely follows the original

Ha Bce ronuny yacy

both in terms of the form and meaning, while the
second part of the riddle becomes more specific as
the translator uses the word «ckap0» (“treasure”)
to show that the mermaids will steal something
important from the contestants. The remaining
part of the riddle reveals its meaning during
the competition when the participants learn that
the persons they care about are captured at the
bottom of the lake. Thus, the translation of the
riddle can be considered successful as it provides
the clues contained in the original and allows the
further plot to add the rest.

The following example is even more chal-
lenging for the translator, because it represents
a precise though metaphorical guidance which
is supposed to show the way to Anne Boleyn’s
ring. The meaning of each line is relevant. The
ring given to Anne Boleyn by her husband, King
Henri VIII, was supposed to be passed to her
daughter, Elisabeth. The riddle was intended for
her, however, the queen did not manage to find
her mother’s jewel. Thus, the relic hunters are
following the king’s instructions a few hundred
years after.

Asa

jester toys with danger,
Springing insults with
a grin,

Vile falsehood

boxed inside Leeds

To god’s mortal sin

And the sign of my love
that you wore with such

Bna3sens rpae 3 HeOE3MEKOO,
MTOB1IOMJISFOUH 00pas3u 3
TTOCMITITKOIO.

[Tizna OpexHst 3aMKHEHa B
KopoOri 3a crinamu Jlinca
pa3oM 3i CMEPTHUM TPiXOM.
3HaK MOTO KOXaHHS, IKUH
TH HOCHJIA 3 TAKOIO PAJIiCTIO,
TH TIOBUHHA 3HAWTH MOPYY

glee, 3 MOIM IOPTPETOM, ajie
You must find by my CIOYaTKy TH MOBHHHA
likeness 3pO3yMITH, 110 KaOIydKa —
But first you must see e KITF0Y JI0 KaOJIydKH, SIKY
That the ring is the key ~ 3anummmm To6i. (Mucnusii
to the ring left to thee. 3a CTApOBHHOIO)

(Relic hunter)

The clues given by Henri VIII are rather spe-
cific. His favorite castle of Leeds holds an old
piano. After playing one of the king’s compo-
sitions, the historians find a secret room with a
portrait of Henri at a young age, his “likeness”.
The painting shows him with a jack-in-the-box.
The box is still exhibited in the museum. In this
manner, the relic hunters find out that the ring has
been in the box all the time.

The original riddle is characterized by a cer-
tain rhythm and rhyme, it includes old English
forms, all of which are lost in translation, since
the target riddle is not written in verse, while
the archaic component is virtually inexpressible
in Ukrainian. The translator, thus, preserves all
the key elements of the riddle relevant for the
plot and even provides a specified equivalent
for “likeness” transforming it into «moptper»
(“portrait”). Nevertheless, the viewer may be
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confused at hearing that the characters call the
riddle a verse which helps them to remember
it when the parchment where it was written is
stolen.

In certain cases the linguistic aspect of the
riddle is interrelated with its visualization on
the screen. The lock, the librarian and his com-
panion, vampire, encounter in the search for the
Judas Chalice, shall be open by a combination of
letters. The clue says: “The faith was breached.
The mark was sealed”. Considering the Christian
background of the story, the characters reach the
conclusion that the answer is “kiss”, “baiser” in
French.

As can be seen from the example, the trans-
lator partially changes the original which does
not seem justified, since neither the structure
nor the meaning of the riddle itself and the
associations arising on its basis are unfamiliar
for the Ukrainian audience. The story of Judas’
betrayal is widely known in the Christian com-
munity which would allow the translator to
preserve the images embedded in the original
riddle. Nevertheless, the Ukrainian translation
proves consistent providing the same solution
and preserving the foreign-language compo-
nent.

Combination lock. It will
be opened with the right
six letters.

3amoxk 3 mmdpom, Horo
BiJlIMKHE KOMOiHaIlisI 3
miecTy Jitep. € HaBiTh

The clue is in... ITiIKa3Ka.

French? 3HaK...

The faith was breached. 3Hak, kUM OyIo 3axap6o-
The mark was sealed. BaHO JIOJIIO

Violation, deception,
betrayal...

Betrayal. Sealed with a...
With a kiss. You see, Judas
signaled the Romans and
sealed Christ’s fate with

a kiss. And in French kiss
IS...

Un baiser. (The Librarian:
Curse of the Judas Chalice)

3Hak nodi, mo 1e? Kap-
oyBaru kpok? 1o me?
Cnoga?

[Mouinynok. lyna BuzHaunB
nomo Xpucra, 3akapoy-
BAaBIIIY TIOIUTYHOK Ha HOTO
BycTax. A (QpaHIy3bKO0
TTOIITYHOK. ..

Un baiser. (bibrioTekap:
npoksATTs FOmuHoro

TIOTHPY)
The following example does not pose any dif-

ficulties from the point of view of its form. How-
ever, it is based on a play of words which is not
fully available to the viewer. Nostradamus whose
prophecy is shown below refers to a person who
is allegedly capable of saving "a man of great-
ness", the prince, calling this person the Fox.
Conventionally applied to an animal, the lexical
unit is used here as a proper name, the surname of
a famous relic hunter, Sydney Fox. However, the
translation does not reflect the play of words in
any way as the transcoded surname of the char-
acter «@oxcy» and the name of the animal do not
correlate in the Ukrainian language and cannot

possibly be expressed in a single linguistic unit.
For this reason, the viewer may remain won-
dering how the prophecy mentioning an animal
led the security agent of the royalty to the college
professor and hunter for the treasures of the past,
Sydney Fox.

The second thousand will Vce me Oyne mogarox mpy-
still be new, TOr0 THCSYOIITTS,

When ruin will fall upon  Komnwu 3arubens Bumnasne Ha

a man of greatness. JIOJIIO IIJIIXETHOTO YOJIOBIKa
The bird will deliver the Ilrax mocTaBUTH MUCIIUBLIA.

hunter. [ToroHs moBepTa€eThHCS TY/IH,
The chase returns to the  3BigKH I moyanacs.
place that it began, Hanepenomni Jlucuiis myka-

And on the eve the Fox  tume 16 coTeHb,

will seek the 16 hundred I #foro cBiTio Bpstye Ilca.
And its light will save the (MucnuBIIi 3a CTAPOBHUHOIO)
Hound. (Relic hunter)

4. Conclusions

Therefore, artistic riddles require a variety
of approaches in translation, as they differ both
in their form and content. Film-makers often
use anagrams to draw the viewer deeper in their
story through close interconnection between
what he hears and what he sees. In translation,
however, the original anagrams cannot be con-
sidered appropriate by definition. Consequently,
translators have to create their own anagrams
which would compose the same answer. Ana-
grams generally make no specific sense, but they
may be rooted in a certain culture, correlate with
a historical period, mode of art, be written in a
particular register etc, which shall be conveyed
in translation.

Verse generally constitutes a complicated
problem in translation, however, it is especially
challenging in riddles, since translators are lim-
ited in changing the original images. Otherwise,
the riddle will prove incongruent to the answer.
Sometimes, the images encoded in the riddle as
well the answer are of general nature referring to
the objects or phenomena of everyday life, which
provides the translator with a certain freedom in
changing the verbal expression of the riddle in
favor of its form, if necessary. Certain changes
in the linguistic representation will not affect its
communicative value, allowing the guesser to
reach the same answer. Still, if the basic clues,
the riddle contains, must be preserved to suggest
the same solution, the translators’ choices may
vary. While some manage to produce riddles in
verse on the basis of the images pertaining to the
original, others sacrifice the formal aspect of the
text in order not to lose any hints the guessers
need. Word play presents a specific challenge for
a translator due to asymmetry of the meanings
linguistic units are able to convey in the inter-
acting languages.
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AHTUETUKETHI ®OPMUW CNINIKYBAHHS B AHITIOMOBHIN KAPTUHI CBITY
(HA MATEPIAJTI POMAHY J.D. SALINGER “THE CATCHER IN THE RYE”)

dopmaHoBa CBiTnaHa BikTtopiBHa,

AOKTOp (pinonoriyHMx Hayk, OOLEHT, npodecop kadeapu yKpaiHCbKOI MOBM
OO0decbKul HauioHanebHUl yHieepcumem imeHi .. MeyHukoea
laly2009@ukr.net
orcid.org/0000-0001-9434-1903

Memoro cmammi € aHaniz aHmuemukemHux ¢hopm criirikyeaHHsi 8 pomani [Dx.[]. CeniHOxepa «floseups y xumiy, ujo nepedba-
YUITO p038’a3aHHs1 makux 3ag0aHb: 1) 3'Acysamu OCHOBHI Mi0X00u 00 BUSHAYEHHS U YMOYHEHHST MOHSIMMS «aHmuemuKemHi ghopmu
CrIifKy8aHHsI»,; 2) cxapakmepu3ysamu (hopMU aHMUEMUKEMHO20 CrifiKy8aHHS; 2) Kracugbikysamu ix 3a CeMaHMUYHOK 03HAKOK.

Memodu docnioxeHHs1 — aHani3 | cuHme3, iHOykmugHUU | dedykmueHul Memodu — danu 3Mo2y meopemuyHO OCMUC-
umu cyqacHi 0ocnioHUUbKi nioxodu w000 hopMyB8aHHST aHMuUEemuUKemHOI MOBEHHESBOI nosediHKU ocobucmocmi; Memood
CyuinbHoi 8ubipku U KOHMeKcmyarnbHo-iHmepnpemauitiHo20 aHanisy 6yno 3acmocosaHo 3a0sisi (hopMysaHHs Ui 06PobKU
00cridHULBLKO20 KOpycy chakmuyHO20 Mamepiary.

Pe3ynbmamu. AemopoM KriacuchikosaHO aHmuemuKemHi ¢oopMu CriifiKysaHHs Ha iH8eKmuay, crieHe, crioga-rnapasumu,
He2amueHO-OUjHHY NIEKCUKY, & MaKoX cxapakmepu3oeaHo meHOeHUi (hopMy8aHHs1 MOBIIEHHS NEPCOHaxis, a came Konxinda
XondeHa, 8 obpasi skoeo [Ix.[. CeniHOxep sickpago 8idobpa3us HOHKOHGhOPMICMChKI c8imogiduymms.

NosediHka XondeHa — ue suknuk 6e30yX08HOMY iCHy8aHHIO Cycrinbcmea U KoHghopmiamy obusamens. [JosedeHo, wo
ecmemuyHi Mo2nsdu nucbMeHHUKa MPOsIeNsMbCS 8 Lio2o hinocogebKili ceidoMocmi Yepesd Yymmeese ni3HaHHS ceimy, cro-
ensdanbHe U meopye cmasneHHs noduHu 0o OilicHocmi, y cyb’eKmugHOMY OC80€EHHI QO8KInsIsA Yepe3 cmaH OyX08HO-4ym-
mesoi elichopii, niOHeceHHs, kamapcucy, 0yxoeHoi Haconodu mowo. CeoepiOHicmb MosHOI kKapmuHu ceimy x.[. Ceni-
HOXepa nosisicac 8 HoBamMopCchbKoMy ridxodi 0o MaHepu onosidi, 306paxeHHi MePCoHaxis, iXHbOI MO8U, CrIOCOBY 306paXeHHs
diticHocmi, cmaefieHHs 20108H020 2eposi A0 KUMMA.

Y pe3ynbmami docrnidkeHHs 3’aco8aHo, Wo aHmuemukemHi GoopMu CriinikysaHHsi Habysatomb 06’ €MHO20 XyOOXHL0-06-
pas3Ho20 NidMeKcmMog020 3Ha4YEHHS, CMarmbe ceMaHmuyHo bazamomipHUMU. Birbwicme i3 HUX, Xapakmepu3yr4uch CMUC-
J1080K0  y3yaribHICMI, BU3HAYaOMbCs COUianbHOK HaMazHiyeHicmio. BHympiwHs iHOugidyanbHO-aemopcbka hopma ix
3YMOB/IHEMBCS CUCMEMHO-06pa3HuUM cmaerneHHsM XondeHa Ao OiticHocmi.

BucHoeku. lpoaHanizogaHuli Mamepian dag 3Moay Kracugikyeamu aHmuemukemHi ¢oOpMU CifIKy8aHHs! 3@ makumu
epynamu: 1. agpecusHi (cripsimMosaHi Ha IOUHY, 8XUearombCsl O HaHECEHHS1 06pa3u); 2. eKCriiemueHi (nekcu4Hi 0OUHUYJ,
CrpsiMOBaHi Ha cumyaujiro, BUKOPUCMOBYMbCS 0N 8UPaXeHHs emouiti); 3. iHeekmusu; 4. crieHe; 5. criosa-napasumu.

Takum YUHOM, aHMUEeMUKemHe CriifiKy8aHHs NPOSBNISIEMbCS Yy CMUMICMUYHO 3HUXEHIU nekcuyi, obpasi, HecamugHUX
TOPIBHSIHHSIX MOWO.

Krto4yoBi crnoBa: aHTUETUKET, aHTUETUKETHI (DOPMM CMINKyBaHHS, IHBEKTUBA, CREHT, COBa-NapasnTi, HeraTUBHO-OLHHA
nekcwka, obpasa, MOBHa KapTuHa CBITY, aHITIOMOBHA KapTuHa CBITY.



