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TEMATHU3AIIS EMOIINA Y CTPYKTYPI CYYACHUX BPUTAHCBKHAX
XYIOKHIX ITPO30BUX TEKCTIB HA BIHCHKOBY TEMATHUKY

VY crarTi y3araJbHEHO BIACTUBOCTI EMOTHBHOTO Ta JIEKCHKO-CEMAHTHYHOTO MPOCTOPIB XYA0KHBOTO TEKCTY, BU3HAUe-
HO OCHOBHI HaIpsIMU TeMaTH3allil eMOLIH Y CTPYKTYpi OpUTaHCHKUX XYJOXKHIX TPO30BUX TEKCTIB Ha BIIICBKOBY TEMaTHKY
nogatky XXI CTOmTTS, OrMcaHo 0CcoOIMBOCTI iXHBOTO (DYHKIIOHYBAHHS. 3HAYCHHS CJI0BA Y XYA0KHBOMY TEKCTI HE JIAIIIE
BUPAXKAE TICBHY PEalTifo HABKOJUIIHKOT TIMCHOCTI, ajle i mepeae pi3HOMAHITHI IOaTKOBI BIATIHKH, BiI0OpaXardn 0coo-
JIMBOCTI HETIOBTOPHOTO aBTOPCHKOTO MHUCICHHS Ta CBITOCTIPHUAHATTS. 3BICHO, HACaMIIEpe.] XyIOXKHI TeKCTH 3 €leMEHTaMH
BIIICHKOBOT TEMATHKHU XapaKTePU3yIOThCS Mepeiadero HEraTHBHOTO CIICKTPY €MOITiH Ta MOYYTTIB, IO TI€K0 M HITIOK MipOFO
CNIPUYMHEH] BIHOKO a00 BIMCHKOBMMHU JIisIMH. 3arajioM y KaHBi Cy4acHHX OpPUTaHCHKHX TPO30BUX TEKCTiB HA BIHCHKOBY
TEMATHKy MOXKHA BU/IUTUTH TaKi OCHOBHI HAIIPSIMH TEMAaTH3aIlil eMOLIH, SK: BUKOPUCTAHHS TEMAaTHIHOI JIEKCHKH, 1[0 TI03Ha-
Ya€ MOUYTTS Ta NMEPEKUBAHHS JIIOAMHM; JEKCHYHI OJIMHUILI Ta CTPYKTYPH 3 OCOONMBIMH E€MOI[IHO-EKCIIPECUBHUMH BiJl-
TIHKAMH 3Ha4€Hb; OIIHKA EMOLIMHOTO CTaHy MEePCOHaXIB (110 MOXKE HAABATHCS SK 1HIIMMH MEPCOHAKAMH, TaK 1 cCaMuM
aBTOPOM); YBHPA3HEHHS eMOLIIIHOTO CTaHy uepe3 KOHTEKCT. ToXkK y XyOyKHIX TEKCTaX Ha BifiCHKOBY TEMATUKY JIEKCHKO-TEMa-
THYHI OJIMHUIIL, IO BKYMI CKJIaJal0Th EMOTHUBHUH MPOCTIP XYA0KHBOTO TEKCTY, MOKIMKAHI BUKOHYBATH OCOOIMBI (PyHKIIIT.
YiTKi ONUCH IICUXOEMOLIIIHOr0 CTaHy NMePCOHAXKIB, 1X eKCIPECHBHE MICUICHHS Y TeKCTI HAOMKy€ YuTaqa 710 XyA0’KHbOIO
CBITY, pOOUTH HOTO CIIBYYaCHHKOM IOMiH, 3MYIIY€E CIIIBIEPEKUBATH Pa3oM i3 TeposiMi. UWTadu cTae aKTHBHIAM YYaCHHKOM
Iifl Ta HEHaYe caM IOTPAIUIIE Y MOTOPOIIHY PEalbHICTh BOEHHOTO/TIOBOEHHOTO CBITY. ABTOPH 0 HAMEHIIHX JeTajeH
3MaJIbOBYIOTh OCOOJIMBOCTI TIOYYTTIB IEPCOHAXKIB, iX CMYTOK, O1Tb 1 po3Mady sIK pe3yyibTar nepediry BiiHu. Bee 11e gae 3mory
CTBOPHUTH MAaKCMMAJIbHO PEaliCTUUHY KapTHHY BOEHHOT IMCHOCTI, BIIYYTH CHITY Ta 3TYOHICTh BIfHH.

KiiouoBi ciioBa: ceMaHTHUHA CTPYKTypa, TeMaTH3allis eMOIliif, eMOTHBHHH MpPOCTIp, JEKCHKO-CeMAaHTHYHHUI
MPOCTIp, JIEKCUKO-TEMaTHYHE TIOJIC.

Beryn. LlimicHICTP CEMaHTHYHOI CTPYKTYpH  MHUHYJOTO HaMararoThCsl JOHECTH HaM 3TYOHICTb,
XynoKHbOTO TeKcTy (mami — XT) 3a0e3medyeThcsi  CIYCTONUIMBICTH BIMHM Ta i BIUIMB Ha JIIOAMHY.
TICHUMHU 3B’si3KaMu MK 11 MeHmmMMHU CTpykTyp-  [IpoTe HemocTaTHBO yBaru 30CepeikeHo Ha Opu-
HUMHU KOMIIOHEHTAMHM: JICHOTAaTUBHUM, KOHIIETI-  TAHCHKUX XYAOKHIX MPO30BUX TEKCTax Ha BiHd-
TyaJbHUM, MEHTAJbHMM, €MOTHBHUM Ta JIeK-  CBKOBY TeMaTuky rmodyarky XXI cTomiTTs, 30Kkpema
CHUKO-CeMaHTUYHUM mpoctopamu XT. AHami3oM  BUKOPUCTAHHS JIEKCUKO-TEMATUYHHUX  OIMHHIIb
ceMaHTHYHOI CTpykTypu XT 3aiiManucsi pi3HI  Ha IO3HAUYEHHS EMOIIHHOTO CTaHy Ta IOYyT-
JOCIITHUKY, 30KpemMa (POKyCyrourch Ha BUBYCHHI  TiB JIONWMHU Ta iX poini y kauBi XT. Mera 1poro
JEKCUYHOTO 3MICTy ceMaHTHYHOro mpoctopy XT — mochmiypkeHHs — BU3HAYeHHS OCHOBHHUX Hamps-
[bexra; Ho; Lyons; Salkie; Simon-Vandenbergen;  MiB TeMaTu3aiii eMmouiid Ta OCOOIMBOCTEH ix
Toolan]; ananizi emoruBHOCTI XT [['am3tok; Poma-  QyHKIIIOHYBaHHS Y CTPYKTYpi Cyd4acHUX OpuTaH-
noBa; Ho; Hogan; Lakoff; Stockwell]; mocmi-  chKHMX MpO30BHX TEKCTIB Ha BIHCHKOBY TEMAaTHKY
JokeHH1 ocoonmuBoctel XT Ha BificbkoBy Temaruky  (mani — TBT).
[Barlow; Cobley; Piette; Sarma; Smith]. AHaniz momnepenHix aochimkenb. Yumaio

3a3HaunMoO, MO 3 Apyroi mojoBWHM XX CT.  JIHIBICTIB HAarojoOUmylOTh, IMIO0 ICHYBaHHS TeEK-
1 IOHMHI BiifHA 3aJIMIIAETHCS MOMYJISIPHOIO TEMOIO ~ CTy MOXJIMBE y (opMax HaIIMX IHTEpIIpeTalii
JUTS XYJIO’)KHIX TBOpIB, 30KpeMa mpo3oBoro xanpy.  [Black : 25; Gee : 73; Widdowson : 166]. Buxo-
[onii Iepmioi Ta J[pyroi cBITOBHX BiliH, @ TAKOK  PHUCTAHHS NMEBHUX JIEKCMYHUX 3ac00iB, HaJaHHS
HECTaOUIbHUI CTaH y HUHINTHBOMY CBITi IPUBEpP-  iM EMOTHUBHO-CTHJIICTUYHOTO 3a0apBIICHHS YiTKO
TalOTh yBary CydaCcHHX aBTOpIB, sIKI Ha MPUKIAJI  3yMOBJIEHE aBTOPCHKOIO IHTCHIIEIO Ta MaE Ha MET1
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BHUKIIMKAaTH TIEBHY MEHTalbHY KapTHHY B YsBi
yutaya [Gee : 71-72].

Emomiiina ToHanbHICTH, cTBOpeHa y XT, cra-
HOBUTb OCHOBY €MOTHBHOIO MPOCTOPY, MiJl SKUM
MH PO3yMIEMO CYKYIHICTh €eMOTHBHO HaBaHTaXKe-
HUX MOBHMX OIMHHULIb, 110 MOXKYTh OyTH BUpaXKeHi
y TEKCTI eKCILTIIUTHO abo iMIutinuTHO. Y. Ho Haro-
JoUly€e Ha iICHYBaHHI JJBOX OCHOBHHX THUIIIB €MO-
niHoi peakiii unrtada Ha XT: ‘fiction emotions /
F-emotions’ (TicHO 1OB’s13aH1 3 eMOLIIHUMU Tiepe-
KUBAHHIMH TEPCOHAXKIB a00 3aydeHHSIM yuTada
y mofii Xy/IoXKHBOTO CBITY) Ta ‘artifact-emotions /
A-emotions’ (BIZHOCATBCS IO TBOPY SK XYIOXK-
HBOTO KOHCTPYKTY, TOOTO 3arajbHUil eMOLiiHUI
edexT Ha unTava y npoueci yuranns) [Ho : 195].

Cepen emouil, BUKIMKAHUX JIITEPATYPHUM
TBOPOM, 3HAa4YHy YBary HpUAUISIOTH EMOIIsIM
criBnepexuBaHHs nepcoHaxkam [Hogan : 517;
Stockwell : 151], mo cBiguuTH MPO 3AaTHICTH
XT 3Ha4HOIO MIpOI BIUIMBAaTH Ha BHYTPILIHIN
cBiT Ta mouyrtTts smoaunu. P. Stockwell 3ayBa-
KY€ TOHATTS EMOIIHHUX 3B’S3KIB 13 BUTaJaHUMHU
reposMu — JeikTnyHa HUTKA (‘deictic braid”), mo
3’€JHy€ CBIIOMICTh YMTaya 3 YSBHUM MEHTaJlb-
HuUM cBiToM XT. MalicTepHO CTBOpPEHHH XyIOXK-
HIi CBIT 3JaTHUWA 3MYCHUTH 4YHTa4da BITIyBaTH
BECh CHEKTP €MOLiH 11010 TePCOHAXKIB — HA PiBHI
3 eMOIISIMH, Ki BITIYBa€EMO JI0 PECAIbHUX JIFOJEH
[Stockwell : 151-153]. Pi3HOMaHITTS TEKCTOBHUX
€MOTHBHUX 3MICTIB € BITHOCHO O€3MEKHUM, IPOTE
MO)KHA BUJUIATH HOTO JIBa THUMOJOTIYHI Pi3HO-
BUIU: 1) eMOTHBHI 3MICTH, BKJIIOYEHI B HAPATUBHY
CTPYKTYpY I€pCOHaXka; 2) EeMOTHBHI 3MICTH, BKJIIO-
YeHl B HApaTUBHY CTPYKTYpy aBTOpa-Haparopa.
Omxe, EMOIIIHHAH 3MICT € CKIaJHIUKOM CEMaHTHY-
HO1 cTpykTypu XT, 1110 3111HCHIOE BIUIMB HA YUTaya
Ta BUKJIMKAE ME€BHI MOYYTTS.

Ha Ham nomisn, y ceMaHTHuHIM CTpyKTypi
XyJAO)KHBOTO TEKCTY JOIUILHO BHIUIATH € JIEK-
CHKO-CeMaHTU4YHuHM mpoctip. Lle cykynHicTh ek-
CHUYHUX OJMHUIb Ta CTPYKTYp 1 TOTO, IIO BOHH
o3Havyatoth [llainep : 1]. 3 mo3uIliH JIEKCHUKO-
CEeMaHTHUYHOTO MI/IXOMY, aHaNli3 CTPYKTYpH, Yy SIKii
CJIOBO B)XKUTE Y KOHTEKCTI, € HaJ3BUYalHO Ba)JIu-
BUM JUI 1HTeprperalii #oro 3HadeHHs [Simon-
Vandenbergen 21].  JlekcuKO-CEMaHTUYHOMY
MIPOCTOPY XapaKTepHI TpPU BICI PO3rOPTAHHSI —
CEeMaHTH4YHA, TEMAaTH4YHa i acouiaTuBHa. ToMy Jiek-
CHYHI OIMHHUII YTBOPIOIOTH BIIIOBIIHI MIKpOCHC-
TEeMH — oIS, TpynH, miarpynu [[Haitnep : 7-8].

CrunicTiuHi 3aco0M 3aBXIU HECYyThb IIEBHY
nonatkoBy 1Hpopmanito — abo eMOoTuBHY, abo
noriuHy. CTWIicTHYHA BaplaTUBHICTH JIEKCEMH
BeJie 10 BepOasizallii y TeKCTi OIIHHUX, €MOTHB-
HUX, 00pa3HUX KOMIIOHEHTIB 3Ha4eHHs. ToMy JIek-
CUKO-CEMaHTHUYHHUI NPOCTIp TICHO NOB’S3aHUM
3 €MOTHBHHM (BIUIMB €MOTHBHO HaBaHTaKEHUX
CTHJIICTUYHUX 3aCO01B Ha YUTAya).

Pe3yabratu gociaigkennb. Y pesynbraTi moe-
TUKO-1HTEPIIPETATUBHOIO Ta JIEKCUKO-CEMaHTHY-
HOT'O aHaJIi3y BaJKKO HE IOMITUTH, 1110 BATOME MICIIe
y xauBi TBT BizmBoauThCs Temaruzariii JIIOICHKUX
eMoliil Ta nepexxuBaHb. OCKIJIbKH €MOIIii € mpsi-
MUM BiJlI3epKaJICHHSM JIHCHOCTI, TO IIEHTpaJibHE
y TBT nekcuxo-temarudHe none «JIroguHa y BoeH-
HoMy cepenoBuili» [[aiinep : 14] Hacuuene Oub-
II0I0 MipOI0 HETaTMBHUMH E€MOIIiSIMH, CIIPUYHHE-
HUMH 1epeOiroM BiiHU, TAKUMU SIK CTpax, 3JIICTh,
CMYTOK, Oi7b, MOAWB. 3arajoM iX TeMaTh3allis
y TBT peani3yeTbcs y TPphOX OCHOBHHX HaIpsIMax,
110 CXEMAaTUYHO HaBEJIEHO Ha puc. 1.

Ta MEPEKUBAHDb JIIOANHUA

TemaruuHa JIEKCHKA HA MTO3HAYCHHS nouy TiB

’—[ OriHKa eMOIfHOTO CTaHy TepCOHaKIB

EMOIIiITHAM Ta CKCIIPECUBHUM 33,6apBJ'I€HH5[M

’—[ Y TOUHEHHS eMOlliif Yepe3 KOHTEKCT

Puc. 1. OcHoBHI HanpsiMU TeMaTu3alii eMmouii
Y CTPYKTYPi Cy4acHUX OPUTAHCHKUX XYTO0MKHiX
NMPO30BUX TEKCTIiB HA BiliCbKOBY TeMaTHUKY

Jlekcu4HI CTPYKTYpH 3 OCOOIMBUM

L]

Po3rmissHeMO KOKEH 13 IUX HANpsMIB JeTallb-
Hime. Jlekcuko-reMaTuyHe 300paskeHHS €MO-
Iiil Ta MOYYTTIB € MPSAMHUM 1 YITKO €KCIUTIKOBAHUM
y JIeKCUKO-ceMaHTHuHoMy nipoctopi TBT. Po3rs-
HEMO KUIbKa MPHUKIAJIB, 10 BUPAKAIOTh MOYYTTS
NEPCOHAXKIB Yy 3B’A3KY 3 BOEHHUMH MOMAISIMU:
“Other names, whispered under cover of darkness
when [ was asleep, seemed to be those of their
friends. Heinemann. Leibniz. Schwartz. Laughter
when these names were whispered, strange, spiteful
laughter with a bright note of guilt and hysteria.
They were names [ did not recognize, foreign
names, and when I asked about them, Cassis
and Reine-Claude simply giggled and ran away,
arm in arm, toward the orchard” [Harris : 87];
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“He made a friend, a rare thing for him, as the other
dockyard workers had him down as something
of a loner, but this friend — a young man of his own
age named Daniel — seemed to share something
of Pieter’s loneliness. Even in the heat, Daniel
always wore a long-sleeved shirt, when everyone
else was bare-chested, and they teased him about
it, saying that he was so shy he would never be able
to find a girlfriend” [Boyne 2015 : 295].

Ouinka eMOLIfHOTO CTaHY MEPCOHAXKIB MOXKE
JlaBaTHCs CBIJKOM IIOJIH, 1HOAI f cCaMUM aBTOPOM
[Shen : 199-201]. Hampuknan: “The headless,
legless body of Lavinia Nesbit herself was hanging
from the Millers’ picture rail. It was so absurd
that a laugh began to boil up inside Ursula. It
never broke because something shifted — a beam,
or part of the wall — and she was sprinkled with
a shower of talcum-like dust. Her heart thumped
uncontrollably in her chest. It was sore, a time-
delay bomb waiting to go off. For the first time she
felt panic. No one was coming to help her. Certainly
not the deranged ghost of Mrs Appleyard. She was
going to die alone in the cellar of Argyll Road,
with nothing but Bubbles and the headless Lavinia
Nesbit for company” [ Atkinson : 397]. Sk 6aunmo,
HOMIHALIII0 €MOLI CTpaxy Ta MaHIKH 3I1HCHIOE
BCIONIMCYIINN aBTOp, SKUH YITKO BKa3y€ Ha BHY-
TPILIHINA CTaH repoiHi.

Kpim mpsimoro BupaskeHHS €MOLiN TeMaTud-
Hoto Jiekcukor, TBT HacuueHi KOHCTPYKUisIMH
3 eMOLifiHO-eKCIIPeCUBHUM 320apBJICHHSIM, 110
HacamIiepe]] 3yMOBIICHO €KCTPEMAIIbHUMH CHTYa-
IISIMH, B SIKHX OIHHSIOTHCS JIFOJM Y BOEHHHH Yac.
EMoiiiHO Ta ekcpecuBHO HaBaHTaKEH1 JIEKCUYH1
CTPYKTYPH TI€pENaloTh BCIO BAXKKICTh BIMHU IS
BHYTPILIHBOTO CTaHy JIOAUHH, ITTMOOKI MEpexKu-
BaHHS TepoiB: “He speaks with such anger, such
a tangled mixture of dread and fear and hostility,
that I want nothing more than to reach out
and comfort him, and so I do. A moment later, his
head is buried in his hands and I realize that he is
weeping. [ stare, unsure what to do, and he looks
up, guarding one side of his face with the flat of his
hand so [ cannot see how upset he is. “Dont,” he
says, between gulps. “Go back to the barracks,
Tristan. Please.” “Will,” I say, reaching forward.
“It’s all right. I don't mind. We all feel it. We're
all lost.” “But, damn it,” he says, turning his face
to mine, swallowing as he takes me in. “Jesus
Christ, Tristan, whats going to happen to us out
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there? I'm scared shitless, honest [ am”” [Boyne
2011 : 164]. ExcnpecuBHi KOHCTPYKLIi Jomomara-
I0Th SIKHAWTOYHIIIE MepeaTd YnTayeBl BHYTpIill-
Hii CTaH TPUBOTHU Ta MaHIKM IOHAKIB, K1 BiANpaB-
JSIFOTHCS HA (PPOHT. 3arajiom Iie — BiIMiHHMIA 3aci0,
IO CIIPHSIE CTBOPEHHIO HAMPY)KEHOTO eMOIIIITHOTO
¢dony omosimi.

VY HacTymHOMY ypUBKY €MOLIHHUHN CTaH repo-
iHI BUpaKeHUH KOHTEKCTHO, TMPOTE JIEKCUYHUMHU
OMUHMIISIMM, WIO0 CTOCYIOThCS CcQepu eMoliid
Ta IOJATKOBO BKA3yIOTh HA IOYYTTS JTIOMuHM: “The
electricity went off and she fumbled for the candle
on the mantelpiece. Could it get any worse? Ursula
took the candle and the whisky bottle to bed,
climbed under the covers still in her coat. She was
so tired. The flame on the little Radiant fire quivered
alarmingly. Would it be so very bad? To cease upon
the midnight with no pain. There were worse ways.
Auschwitz, Treblinka. Teddys Halifax going down
in flames. The only way to stop the tears was to keep
drinking the whisky. Good old Pammy. The flame
on the Radiant flickered and died. The pilot light
too. She wondered when the gas would come back
on. If the smell would wake her, if she would get up
and relight it. She hadn t expected to die like a fox
frozen in its den. Pammy would see the postcard,
know that she’d been appreciated. Ursula closed
her eyes. She felt as though she had been awake
for a hundred years and more. She really was so
very, very tired” [Atkinson : 154]. Onucu noxmy-
poi KBapTHpH, MEJAHXOJINHHI PO3IyMH, BTOMA,
Oa’kaHHS 3aCHYTH 1 OUIbIIE HE IPOKUHYTUCH — BCE
Ile BKa3ye Ha CTaH TIMOOKOI Jempecii Ta Bigdaro
VYpcynu. YTouHeHHs eMOoLii repoiHi Bii0yBa€eThCs
Yyepe3 KOHTEKCT | BHUTIIyMauyeThCsl 4epe3 BILIHB
3aTsDKHOT BIMHU HA TICUXIKY JIFOJIUHHU.

Yacto y TBT emoriifHuii cTaH yBHUpa3HIOETbCS
caMe KOHTEKCTOM 1 MPOYUTYETHCS JIUIIEC TOMIX
pankiB: “And what about those old men — eighty,
ninety, some of them — locked away for war crimes?
Blind old men, sick old men sweetened by dementia,
their faces slack and uncomprehending. Impossible
to believe that they might once have been young.
Impossible to imagine bloody dreams inside
those fragile, forgetful skulls. Smash the vessel,
the essence evades you. The crime takes on a life —
a justification — of its own” [Harris : 36]. Y npomy
(¢parMeHTi BUKOPUCTaH1 JIEKCUYHI CTPYKTYpH CITy-
T'YIOTh 3aCO00M HETPSIMOTO BHPaKEHHS BHYTPIIII-
HBOTO CTaHy TepoiHi. Ii emouiiinuii cran cmycro-
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IIEHOCTI Ta CaMOTHOCTI, 3yMOBJICHUH HaJCKUMHU
BOEHHMMHU TMOAISIMHM, OKPECIIOEThCS JIMIIE Yepes3
KoHTeKcT. [lix "ac temarmzarii eMolii y 1pomy
pa3i HeoOX1HEe PO3YMIHHS HE JINIIEe CUTYaTUBHOTO
KOHTEKCTY, ajile 1 KOHTEKCTY BCbOTO TBOPY. AJIKeE,
OINHCYIOYM Ha NIOYATKy pOMaHy JIIOJEH, MOKapaHUuX
3a 3JI04MHU Y BOEHHUH nepioa, @pambyas poOUThH
BCTYII IO CBOET 1CTOPIT — 1CTOPIi JaNeKOro MHUHY-
JIor0, TATap SKOI BOHA HECE BIIPOAOBXK LIJIOTO
KUTTA Ta 3 SKOIO IMOB’SI3aHUM ii 3arajJbHUil BHY-
TPILIHIH CTaH.

BucnoBkn. Temaruzamii eMOIf HaJICKUTD
ocobnMBe MicClle y KaHBI Cy4yacHHX OpHTaH-
CBKHX TPO30BUX TEKCTIB HA BIMCHKOBY TEMAaTHUKY,
a BUBUEHHS 11 0COOIMBOCTEN BiIKpHBA€ HOBI IEp-
CHEKTHBHU JUIsl TIMOLIOr0o aHami3y CeMaHTHUYHOL
CTPYKTYPH XyJIOXKHIX TEKCTIB. Y TIpOaHali30BaHUX
TEKCTaX MPOCTEKYEThCS JeTallbHE BUKOPUCTAHHS
TEMAaTHUYHOI JIEKCUKH Ha MO3HAa4eHHS (Hi3UYHOrO

Ta BHYTPIIIHBOTO CTaHy JIIOAWHU y BOEHHUH a0bo
noBoeHHUM Tmiepiog. OcoOnuBe Miclie HAJEKUTh
TeMaTu3allii eMoIliil y 3B 43Ky 3 nepeOirom BiiiHH,
110 J1a€ 3MOTY aBTOPY MAaKCHMaJbHO PEasliCTUYHO
BiTOOpa3uTH CKJIAJHUN BHUP €MOII Ta MOYYTTIB,
OCOOJMBOCTI TMEPEKUBAHHS JIOIUHOI CKIIAQJIHUX
MOJIiii MOTOPOIITHOT BOEHHOT AilicHOCTI. OTXe, aHa-
ni3 gominantHoro y TBT nexcuko-remMaTudHOTO
nonst «JItonuHa y BOEHHOMY CepeloBHIII» Ta HOTO
CKJIQ/IHUKIB JOBOJIUTH AHTPONOJIOTIYHE CHpPSIMY-
BaHHa OputaHcbkux TBT cywachocrti. Ilepcrnek-
TUBU NOJAJIBIINX HAyKOBHX PO3BIJIOK BOAYAEMO
B JICTAJBHIIIOMY aHali31 JIEKCUKO-TEMAaTUIHOTO
KOMIIOHEHTa ceMaHTU4yHoi cTpykTypu XT, oco-
O61MBOCTEH PO3BUTKY €MOTHUBHOrO 3HaueHHs y XT
Cy4acHOCTI, JOCHI/PKEHHI BJIACTUBOCTEH 1HIIMX
JIEKCUKO-CEMAHTUYHUX Ta JIEKCUKO-TEMAaTUIHUX
MIKpDOCHCTEM Yy TEKCTaX CydacHOi OpHTaHCHKOI
JiTEepaTypH.
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THEMATIZATION OF EMOTIONS IN THE STRUCTURE
OF THE CONTEMPORARY BRITISH MILITARY FICTION TEXTS

In this article the main peculiarities of the emotive and lexical-semantic spaces of the literary text are generalized,
the main directions of the thematization of emotions in the structure of the British military fiction texts of the beginning
of the 21* century are identified, the ways of their functioning are briefly described. The meaning of a word in a literary
text does not simply express a certain realia of the world, it renders various additional shades reflecting the peculiarities
of the original author’s thought and world perception as well.
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Certainly, first of all the fiction texts with the elements of military themes are characterized by rendering of the negative
range of emotions and feelings, which to a bigger or less extent are caused by the war and military actions. In general
the following dominant directions of the thematization of emotions can be outlined in the structure of the contemporary
British military fiction texts: the use of the thematic vocabulary signifying feelings and emotional experience of a person;
lexical units and combinations with a special emotional-expressive shades of meaning; evaluation of the emotional
state of the characters (which can be expressed either by other characters or by the author him- / herself); identifying
of the emotional state through the context.

Thus, the lexical-thematic units which altogether compose the emotive space of the literary text are supposed to serve
special functions in the military fiction texts. Precise descriptions of the psychological and emotional state of the characters,
their expressive reinforcing in the texts makes the reader closer to the fictitious world, helps him / her feel as a participant
of the events and experience the same things the characters do. The reader takes an active part in the actions and feels as
if he / she is immersed in the scary reality of the war / post-war world. The authors depict the feelings of the characters
to the tiniest details — their sorrow, pain and frustration as the result of the military actions. All this enables creating
of the maximally realistic picture of the war reality, rendering the power and perniciousness of the war.

Key words: semantic structure, thematization of emotions, emotive space, lexical-semantic space, lexical-thematic
field.
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