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zu schen ist (mit dem Off-Ton), verbindet die gezeigten Bilder zu einer Geschichte und versetzt den
Zuschauer in die Beobachterrolle. Ein Wahlwerbespot mit dem indirekten Erzihler lisst den
Zuschauer die Geschichte selbst formulieren. Ein Wahlwerbespot enthélt in der Regel viele
Leerstellen, die vom Zuschauer gefiillt werden sollen. Sympathic oder Antipathie zum
Handlungstrager beeinflussen wesentlich das Ausfiillen dieser Liicken und das Formulieren ¢iner
Geschichte insgesamt.
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COLOUR PARADIGM INTERPRETATION IN “A PERFECT DAY FOR
BANANAFISH” BY J.D.SALINGER

Mapu+na TAPHABCBKA (KponusHuybKuli, Ykpaina)

Cmamms npucesdena auanisy MeXauizmic CMEOPEHHA NPUXOSAHUX CMUCTIE XYOOJICHLO2O MEOPY Ha
mamepiani onosioanns Joic.J].Ceninoocepa «A Perfect Day for Bananafishy. Bona € npoOogsceHHaM HUZKU
cmametl, y AKUX OOCTIONCYIOMbC CEIOOMO MBOPEH] niomeKcmu, ocobnueocmi ix 2eHepyeanus, inmepnpemayil
ma nepexnady. Axyenm 3pobneHo Ha NiOMeKcmosiii QYHKYIL napacueMu KObOpis, aKa, QYHKYIOHYIOUU HA
PISHUX PIGHAX MEKCY, | 6 3aNeJCHOCHI 610 Muny #o2o NPOUNMAaHHA, CIEOPIOE OOOAMKOS] CMUCTI MEOPY abO
niocumoe eiokpumuti naan. Iapaduema Kombopie anemoe Hacamneped 00 NOUYMMIE peyunieHma, a omoice
30aMHA « HAGIIOBAMU », CYeepysamu 6iONOGIOHI eMoyil, npu YyboMy NIOMMOEXYIOUU YUMAUYA 00 AKMUSHO2O
npouumanns mexcmy. Aoexeamuicmv nepexnacdy mexcmie 3 c6I0OMO MEOPEHUM NPUXOGAHUM CMUCIOM
SHAUHOK MIPOIO 30NeHCUMb 610 adeKsamuocmi nepedaui Ix niOmexcmie, a 3HAYUMb, NAPAOUSMA KOTLOPIE €
NOMYIHCHUM 3GCOOO0M, AKUIL 30ameH K OOHOCUMU, MAK | CHOMBOPIOEAMI OOOAMKOSUT CMUCT XYOOICHLO20
mexcmy. CUMBONI3M KORbOPIE SUSHAUACMILCS NIHSGICIUYHUMY, KYIbMYPHUMU, ICHMOPUYHUMY Qakmopamy i
YACMO 6UKOHYE HEOOHAKO6I QYHKYIT Y pisHux Mosax ma cycninbcmeax. Hemoocnusicms 3aminy nosepxHeeoeo
NAAHY 3MICHY nNapacueMu KOLOPIE UYACHMO NPU3EOOUNL OO0 HEMODJICTUEOCHI GIOMEOPEHHS NPUXOBAHUX
GIOMINKIE CMUCTY. ¥ MAKOMY 6UNAOKY Auie QOHOBA KyNbMYPONOSIMHA Ma NiHeGICMUYHA IHPopMayis 30amua
KOMNEHCYSamu CMUCNO6] 6mpamu, npome eeéecmu il y KaHEy camo2o meopy, Ha OJicallb, HE YA6NAEMbCA
MocnueuM. Taxum YuHOM, IHMePnpemayis NPUXO8anHUX CMUCTIE XYOOUCHLO2O MEOPY Ma aHAM3 Ix nepedaui y
nepexnacax 30ameH NiosUUMIU A0eKeamHiCb CPUTIHAMMSA MEKCMIs, Oe NIOMEKCM € C6I00MO CINGOPEHUM.

Kniouosi  cnosa: niomexcm, NpUXosanusi CMUCT, NAPAOUSMA  KORLOPIE, CUMBONI3M  KOTbOPIS,
iHmepnpemayis, a0eKeamMHICHb, AKIMUGHE YUMAHHSA, eMOYITHIUE NIOMeKCM, CMUCTO8UT 6EKMOP.

Cmames  noceésmena  aHaU3y MEXAHUSMOE — CO30GHUL — CKPLIMbIX — CMBICIOE  XYOOHCECMEEHHO2O
npousgedenus Ha mamepuane paccxkasa o Jl.Conundocepa «A Perfect Day for Bananafishy. Ona asnaemes
NPOOONJCEHUEM PAOA CMAamET, 6 KOMOPbIX UCCIEOVIOMCS COSHAMENLHO COZ0AHHBIE NOOMEKCbL, OCODEHHOCMI
UX ceHepayul, UHMepnpemayul i nepesooa. Axyenm coenan Ha nOOMeKCMosoli PYHKYUN NApAOUeMbl Y6emos,
KOMOPas, PYHKYUOHUPYS HA PASHBIX YPOSHAX MEKCMA, U 6 3a6UCUMOCIY OM MUNA €20 NPOUmens, co30aem
OONORHUMENbHbIE CMBICTbL NPOUSEEOEHUS U YCUAUeaem omkpuimulil nian. Ilapaduema ysemos anennupyem
npedcoe 6ce2o K UYECHIBAM — PeYUNUEHma, A SHAYUM  CHOCODHA  «GHYMAMbY,  CY2eeCMUpoeamv
COOMBEMCMEYIOUUE SMOYUY, NPU 2MOM NOOMANKUEAS UYUMAMENS K aKMUSHOMY NPOUMEHUIO MEKCHA.
Aoexsammnocme nepesooa npouzsedeHuti ¢ 0OCOHAHHO CO30AHHBIM NOOMEKCHMOM 6 3HAUUMENLHOU cmenenu

677


https://www.youtube.com/watch?v=6GemKdWc2kg
https://www.youtube.com/watch?v=8MTtAZsoQAu
https://www.youtube.com/watch?v=gRpJF84byXo

Bunyck 165 Cepisa: Disonociuni Hayku HAYKOBI 3ATTUCKN

3a6UCUM OM AOEK6AMHOCMU Nepedauu Ux CKPLIMbIX CMbICI08, 4 3HAUUM NAPAOUSMA Y608 S6NAEmCs
MOWHBIM  CPEOCMBOM, KOMOPOe CHOCOOHO KAaK OOHOCUNIb, MAK U UCKAJCAMb CMBICT XYOOICECMEEHHO20
mexema.  CuMEOMUM — Y6emO6  ONpPeOensemcs — JUHEEUCTIUYECKUMY, — KVTbMYPHUIMY, — UCHOPUYECKUMI
Qaxmopamu u Hacmo GLINOIHAC HEOOUHAKOGLIE PYHKYUU 6 PASHBIX A36IKAX U obugecmeax. Heeosmooicnocmo
3aMEHbL NOBEPXHOCHIHOZ0 NAGHA NAPAOUSMbL YEEMOE YACHO NPUEOOUM K HEEO3MOJICHOCIU 60CHPOU36E0eHUS
CKPBIMbIX OMMENKOE CMBICAA. B makom ciyuae, monbko GoHo6as KyTbMYPOROSUUECKA U TUHSGUCHUYECKAs
UHPOPMAYUR  MOJICEM  KOMNEHCUPOEAMb CMBICIOGble NOMEPYU, OOHAKO 6HAechiu eé 6 KAHEY CaMo2o
APOU36eOeHUs, K COJICANEHUIO, He NPeOCMAasiIemcs 603MOdICHUIM. Takum obpasom, uHmepnpemayus
NOOMEKCMOGHIX CMBICIIOE XYOOICECMEEHHO20 NPOU36EOeHUs U AHAMU3 UX NEPeOaull 6 Nepesooax cnocobeH
VeeUUUMb  AOEKEAMHOCHT 6OCTIPUANUL TEKCHIOE, 6 KOMOPHIX CKPLIMbIL CMBICT A6NAEMC COZHAMETbHO
CO30AHHBIM.

Kniouegvie cnosa: noomexcm, CKpulmblli  CMbICL,  NAPAOUSMA  YEEMO8, CUMEOTUSM — YBEMOS,
uHmepnpemayis, A0eKeamHOCHIb, AKMUEHOE UMEHUE, IMOYUOHATLHBIT NOOMEKCH, CMbICIO60T 6eKMOP.

The article deals with the analysis of mechanisms of the hidden meaning creation in an artistic work based
on the story by J.D.Salinger “A Perfect Day for Bananafish”. It continues a series of articles in which
explicitly created meanings, namely their generation, interpretation and translation are investigated. The
emphasis is made on the subtext function of the color paradigm, which acts at different levels of the text and
depending on the type of reading creates additional meanings of the work or reinforces the explicit one. The
paradigm of colors appeals in the first place to the feelings of the recipient, and therefore is able to “inspire”,
to suggest appropriate emotions, while pushing the reader to actively read the text. The adequacy of the
translation of works with a deliberately created subtext largely depends on the adequacy of their hidden
meaning rendering; thus, the color paradigm is a powerful artistic means that can both render and distort the
meaning of an artistic text. Symbolism of colors is determined by linguistic, cultural and historical factors, and
often performs various functions in different languages and societies. The impossibility of replacing the explicit
plan of the content of the color paradigm often leads to inability to reproduce the hidden shades of meaning. In
this case, only background cultural and linguistic information can compensate for the meaningful loss;
unfortunately, it does not seem possible to bring it into the canvas of the work itself Thus, the interpretation of
the subtext meaning of a literary work and the analysis of its rendering in the translation process can increase
the adequacy of text perception, in case the hidden meaning is deliberately created. Further development of
comprehensive methodology of subtext identification and interpreting will undoubtedly enhance the
effectiveness of literary text approximation and translation.

Key words: subtext, hidden meaning, color paradigm, symbolism of colors, interpretation, adequacy,
active reading, emotional subtext, semantic vector.

Jerome David Salinger is unanimously considered to be an expert in creating subtexts. His
works, concise and fragmented, contain several semantic planes, which unfold depending on the
way of reading, the competence of a reader, their emotional state, but still have such depth and
ambiguity, which can send the recipient to infinity — “the abyss of meaning”, and do not give the
finite answers to their questions.

The complexity of Salinger's texts reading makes them difficult to translate; behind the
apparent simplicity, there is extraordinary semantic saturation of every word, image, and even
graphic presentation. A translator faces an important and difficult task - to convey the surface plan
of a work and at the same time try to preserve a potential “insight reading” (since the right of final
interpretation always belongs to the reader). The immediacy of the problem of subtext interpreting
and translation lies, first of all, in the insufficient study of it, not only in terms of theory but also
from the point of view of practice. The translation analysis of the texts of writers known to have
been creating hidden planes, gives the possibility to detect “mechanisms”, that is, means of
transferring subtexts, the task practically unachievable with works possessing “unconsciously”
created hidden meanings. Problems of the rendering adequacy of artistic text semantic layers were
investigated by N. Galeyeva, R. Dzharshevili, R. Zorivchak, V. Kukharenko, A. Popovich, J. Miller
and others.

The purpose of this article is to analyze the colour paradigm of the original story by J.D.
Salinger “A Perfect Day for Bananafish”, identify the hidden meanings it creates, find out if the
implicit layers created by it intensify the explicit meaning of the story or constitute a discord, which
plays a role in the text interpretation [1, c¢. 39-32]. The translated versions of the story serve a
purpose to explore the extent to which the translation render or distort consciously created subtexts
by Salinger. As long as implicit meanings are hardly observed with the common reading, it is
instructive to apply the so-called method of “slow reading”, which implies that a literary text is
divided into short pieces, each of them being individually analyzed from the point of view of
stylistic means capable of creating the subtext. Thereafter, these means are interpreted and
correlated with the other subtext means of the text. In most cases, the stylistic means form
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association networks, which in their turn create meaningful network, responsible for the subtext
generation. It is not uncommon, when intertextual connections are involved as well [11].

The existence of the consciously created implicit meanings in the story “A Perfect Day for
Bananafish” has long been a subject of discussion and the majority of scholars agree on a variable
character of its subtext, that is, on the fact that there exist several subtext layers working in the same
sense direction. Thus, well-known Russian researcher of the writer’s works I. Halynskaya considers
the «superficial sense» of the story as a structure that works for the creation of an emotional
suggestive meaning — “race” |2, ¢. 12-15; 3, ¢. 134-150]. This hypothesis seems rather probable, if
we recall the epigraph to the cycle of “Nine Stories™ - a philosophical mystery of Zen Buddhism,
which purpose was to awaken intuition. Such a “race” in the narrative is to induce a reader's sense
of love [2, ¢. 33-41]. V. Rudnev, the author of the famous “Dictionary of Culture of the XX
Century” believes that the story is constructed as a mystery, which, besides the obvious, has at least
two hidden answers, that is, two “hidden meanings™; the first - psychoanalytic (analysis of the
behavior of the protagonist and the parable of the fish from the standpoint of psychoanalysis) and
“Zen” (the story is based on the principles of Zen Buddhism, which were adopted by the
protagonist, and logically connected with the story of the Glasses. According to Zen philosophy, life
and death are indivisible, and if people kill themselves at the moment of enlightenment, then this is
not a tragedy, but a way to nirvana). Rudnev claims that only if several interpretations of the
narrative are taken into account, the story can be understood “most adequately™ [6, ¢. 352-355].

We have repeatedly noted [10] that in order to create a subtext, Salinger uses a variety of
techniques that ultimately work for the “depth” of a literary text that is, synchronously. This is the
use of the extremely dynamic end, which poses a question to the reader, to which there is no direct
answer, and the “iceberg principle” is a way of representing events, where «the surface» of the text
contains only a small part of the information necessary to understand the idea of the work, while the
greater part of it is hidden in the subtext. Another way of expressing events, which works
effectively to create a subtext of the story and which can be called “subtext in the subtext” is an
allegory. The subtext meaning of an allegory enlightens the character of relationship between the
character and the surrounding world, unfolding his deep philosophical and dramatic world outlook.
Salinger uses a number of other artistic techniques that are typical of subtext to build a hidden plan
of the story. These are, first of all, repetitions: lexical, syntactic, emotional, evaluational and
situational, through which the author creates the so-called “leitmotifs” — “dashed lines™. They are
also elliptical, that is, unfinished remarks. The colour paradigm is rarely mentioned on the list, as
compared to the other stylistic means it plays a modest part in the subtext “choir”. However, the
story “A Perfect Day for Bananafish™ shows that colours can become a powerful tool in creating a
net of associations, which grow into an independent implicit layer capable of adding a significant
shade to the overall subtext meaning.

It is worth saying that the colours in the story are represented randomly, seemingly
accidentally and used as parts of characters descriptions. However, if we bear in mind that Salinger
purposefully created a net of implicit meanings to “develop™ his true message to a reader, we can
follow the vectors created by the colour paradigm of the text.

The story starts with a traditional for Salinger “phone talk episode™, where the character’s
description is interwoven into a dialogue. Muriel, the antagonist of the story is described through
the so-called “close-up”, and among the other scarce details there is the beige of her suit the white
of her gown. Here we can observe the thing typical of the author’s writings: the colours create two
sense vectors. The first, which can also be called the explicit subtext, creates a contrast of the
smooth light beginning of the story to the later tragic development of events. It is unfolded through
the additional contrast to the ashtray, evidently full of grey ashes (the motive observed in other
Salinger’s stories): the lucid image of the youth, beauty, and love is subtly stained by the remains of
grey stubs. It is a perfect detail with the profound symbolism in it. Yet, one should not forget about
the “dhvani” meaning consciously embedded into the text by the author. According to the
philosophy of Buddhism, the white is the colour of balance and contemplation as well as ignorance.
At the same time, the ash-grey colour means grief, melancholy, penance and remorse. This adds to
the picture of the emotional subtext: a reader is completely unaware of tragic events, which will
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happen later lolled by the placidity of the scene, however a tiny shade of affliction plays its part in
the creation of the reader’s mood.

The allegorical narrative of the protagonist about banana fishes is the quintessence of both the
work and the whole cycle of stories; it is the most saturated subtext plan and hence the means of
their creation. A fairy tale about fish is a brilliant allegory of a society, which the reader can see
with the eyes of the hero. It is one of the most mysterious and ambiguous episodes involving the
colour paradigm, which facilitates and even changes the comprehension of the story. Here we deal
with several implicit vectors as well:

“Ask me something else, Sybil”, he said. “That's a fine bathing suit you have on. If there's one
thing I like, it's a b/ue bathing suit”.

Sybil stared at him, then looked down at her protruding stomach. “This is a yellow”, she said.
“This is a yellow”. (...) “A bananafish”, he said, and undid the belt of his robe. He took off the
robe. His shoulders were whife and narrow, and his trunks were royal hlue™.

We can observe that the main character is dressed in blue trunks and he sees the blue with
those who he shows affection for. The colour having various interpretations in the Indian poetics
and in the Indian philosophy is definitely the reflection of some divine imminence, higher spirits,
better human qualities. Thus, the blue color, according to the Indian philosophical epic, is the color
of the blue lotus flower - the attribute of the god of love, Kama [2, ¢. 19]. Buddhism claims it the
colour of intelligence, faith and eternity. All of these are the qualities inherent in the main character,
the ones he is painfully striving for in others, but, alas for him, is unable to find. Yet the episode on
the beach is not the only one, where the blue is mentioned. If we turn back to the initial phone talk
of Muriel with his mother, they refer to it in connection with a coat: “Well. How's your blue coat?”
-“All right. I had some of the padding taken out™. It is a trifle episode seemingly unimportant for the
interpretation of implicit meaning. However, if we remember that one of Salinger’s favourite ways
to create a subtext is to build up association networks, we can note that blue is presented as a part of
a material thing (the coat), which is evidently unwanted by the owner, in other words, for Muriel
blue is “out of fashion”. This could be extrapolated to the general attitude of lay people like Muriel
to the ones like Seymore: spiritual values are out of date; they can be easily taken out like the
padding of the coat. The hidden contrast sends the meaningful vector to the final question why
Seymore killed himself and helps the reader approach the answer.

The yellow is also the symbol of Buddhist love, spirituality, immateriality, withdrawal from
the world (the Buddhist monks not without reason wear the yellow clothes). Yellow is also the
colour of pride. In terms of prime elements of the Indian philosophy, the two colours symbolize the
water and the earth, two basic elements giving life to everything. Interestingly, the main character
favours the blue colour and shows dislike to the yellow one, though the two are definitely positive
in the Buddhist philosophy. It can be partially explained by the elevation of thoughts and behavior
he possesses. In his attempts to gain the highest level of spiritual development, he rejects everything
carthly trying to fuse with the immortal. Anyway, the blue and the yellow create the harmonious
contrast directing the reader’s thoughts into the stream of philosophical contemplation.

Eventually, the colour worth mentioning in the connection to the problem is the black. It is
not given directly in the description of events but it dooms over in the final part of the narration.
When the character comes back to his room, he takes “an Ortgies calibre 7.65 automatic” (which is
definitely black), releases the magazine (another black “spot™) and cocks the piece (which is a part
of a black thing). Thus, the suspense grows and it finally “fires” with a bullet that kills the character.
The author managed to create the final riddle not only in the text, but also in the subtext. In
Buddhism the black represents not only physical death, it also denotes spiritual death, the death of
an ego, the destruction of ignorance, the death of everything that stands in the way of enlightened
experience. Such is this color, black, shining, coal. The contradiction creates the answer: out of the
tragic, irreparable outcome some hope for the eternal life, the life of the divine, enlightened spirit,
and it gives the reader an impulse the author was trying to give.

In terms of translation, the colour paradigm is both easy and tricky to render. If the translator
deals with the explicit level of the text, the only difficulty they can come across is the translation of
colours, the names of which contain different denotative meanings, as connotations do not coincide
frequently and present a separate problem. If we take the translations of Muriel’s“white silk
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dressing gown” or “white shoulders™ of the main character, they do not represent a problem as both
denotative and connotative meanings coincide in English, Ukrainian and Russian. For instance,
“Ilneun y Hero OpuH Oenvie...” in the translation by Rait-Kovaleva and “Ilnedi Mmonozoro qonosika
oymu 07i0i... " in the Ukrainian version by Dmytro Kuzmenko. “White” and “pale” differ in their
form and connotation, but similar in the denotative aspect, which makes the translation quite
adequate at both explicit and implicit text layers. The h/ue color, however, is a perfect example of a
translator’s challenge. Thus, Rait-Kovaleva choses “cunuii” in her translation: , crHee mambTUIIKO
,,CHHHE KynanbHUUIKK , , spko-cunue (rmiaBku)” and chosing the colour retains the bright contrast to
the yellow. Meanwhile, the Ukrainian translation by Dmytro Kuzmenko is based on variations:
,,OMAKUTHE TATRTO , ,,ONAKUTHI KYMAJBHHYKH , ajie ,sacKkpaBocuHi (masku)’, and it somewhat
“rubs” the intensity of the image, but better conveys the implicit meaning of the colour. It is
especially important, if we remember that the light blue in the philosophy of Buddhism is
significantly different from the dark blue (the colour of the Buddha statues as well as the walls of
the temples are rather light blue or sky-blue). In this respect, the Ukrainian translation approximates
the hidden meaning of the colour better.

An important feature of the subtext is its ambiguity, “infinity”’; hence, each recipient will have
their own thoughts, ideas and emotions about the hidden plans of the work. But it is possible to
somechow affect the perception of the reader, direct the flow of their thoughts, compensate for the
“gaps” with the help of explications and comments [4; 5]. This is especially important for the works
of Salinger, who deliberately created a subtext, and therefore gave them a certain vector. Colour
paradigm is an important part of the mechanism of subtext creation; it is quite easy to identify and
to adequately translate at the surface level of a literary work. However, when it comes to rendering
of the implicit meanings, finding the right equivalent to the names of colours and their associations
can be a challenge. For that matter, it is difficult to overestimate the background knowledge
possessed by a translator as well as by a recipient. Compiling informative glossaries, providing
cultural, philosophical and linguistic information is an essential aspect of successful rendering and
comprehension of a literary work. The “depth” of meaning can be discovered solely with the help of
active reading, which is unimaginable without finding out all of the meaningful vectors, both hidden
and explicit, which act to reveal the truth thought out by the author. In this light, it is important to
note that techniques for creating a subtext are as diverse as the subtext itself. The prospect of this
study is to expand the list of artistic means and techniques capable of hidden meaning creation and
to further explore the mechanisms of their interpretation while translating. The development of
methodology, which can facilitate identification and analysis of both deliberately and unconsciously
created implicit meanings, seems of immediate interest as well.
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BIIOMOCTIITPO ABTOPA
Mapuna TapHaBcbka — KaHTUAAT QLUIONOTIYHUX HaykK, JOIEHT kadeapH Mepekiaay, MPUKIaHOI Ta 3aralbHOl
TIHrBiCTHKH [ [eHTpanbHOYKpaTHCHKOTO JepKaBHOTO TIeIarOTiYHOT0 YHIBEPCHUTETY iMeHI Bomoaumupa BuHrmieHka.
Hayxoei inmepecu: Teopis mitTepaTypu, IHTEpIIpeTaris Ta Mepekiaj XyAOXKHBOTO TEKCTY, MEXaHI3MH TBOPESHHS
T ITEKCTOBUX CMUCITIB Ta IX TIepeKial.

VK 81'1
OE®IHILIAHA IHTEPMPETAL|IAl IEKCEM-PEMPE3EHTAHTIB
MNOMITUYHUX KOHLIEMTIB FYMAHI3M, N/IKOPAJTI3M,
MY/IbTUKY/IbTYPAJI3M, TOJIEPAHTHICTb

Henni TAUAYK (Mapiynons, YkpaiHa)

YV cmammi 30iilicHeHO 020190 NH2EICMUYHUX NO2AA0I6 GIMUUSHAHUX MA 3apYOIICHUX MOGO3HASYIE HA
KOSHIMUSHY CIMPYKMYpPY KOHYenmy. 30IiiCHEHO KOHMEKCMYanbHO-IHMepnpemayitinuil anamis npukiadie MosHol
sepbanisayil nexcem SYMAHIsM, WUIOPANIZM, MYTLIMUKYALIMYPANI3M, MONepaHmuicmo. Y  pesyiomami 6
CEMAHMUYHOMY NPOCHOpPT NekceM GYN0 6UOKpeMAeHO Maki acnexmu 3HadeHv: 1) cycninbHO-nomimuuHuL;
2) ocobucmicHo-opicHmosanuti  (306HIWHKIL  ma  sHympiwnit);,  3)  Qinocogcoruii;  4) wpuouunui;
5) icmopuunuti. Dinocopevruii acnexm 6IOPIZHAEMbCS OOHOZHAUHICIIIO MAYMAUEHHS | POSMAUOSYEMbCA
yacminie Ha nepwiomy Micyi 6 crosHuxosux cmammsax. CYCnilbHO-NOMMUUHUT ACHeKm 6 YKPaiHCLKIti Mosi
SUSHAUYSAHUT NEGHOI PIGHOZHAUHICIIO OCODUCTNICHO-OPIEHMOBAHO20 | CYCHINbHO-NOMIMUUHOZO (CHEKMIS.
Buympiuini  0COOUCMICHO-OPIEHMOGANT  3HAUEHHS MAQIOMb  SCKPASULl  CYCRIMbHO-NORIMUYHIE  6IOMIHOK.
Icmopuune 3HaUEHHA 3aUMAE 6ADICTUEY NOZUYIN Y CROSHUKAX, OCKINbKU SUPAIICAEMbCA Maliowce Y 6Cix
Oeqiniyiax cnig, OKpiM JeKCeMU «MYMbMUKYILIMYPANIZMY, WO NOACHIEMbes 1T HeOasHbow NOA6010 6
yrpaiucokit mogi. FOpuouunuii acnexm y OOCTIONCEHUX CLOGHUKAX PEnpe3eHmye Tuile TeKCeMa « ROPanism» i
Mae OOHO3HAUHE MIYMAUEHH.

Kmiouosi cnosa: acnexm, cyMaHisM, KOSHIMUGHA CMPYKMYPa, KOHMEKCIYANbHO-IHMepnpemayitinuii
aHanis, KOHYenm, MyaomMuUKyIbMypanism, naopanism, MOIePaHmHiCmG.

B cmamve ocyuyecmesnen 0630p MUH2GUCMUHECKUX 632NA006 OMEUECHEEHHVIX U 3apyOesiCHbIX A3bIK06€006
Ha KOSHUMUGHYIO CMpYKmypy Kouyenma. Ocyujecmenena KOHMEKCMYanbHO-UHMEPNPemayuoHHbill aHanu3
NPUMEPOS A3BIKO6OT 6epOANU3AYUY NeKCeM SYMAHUIM, NOPATUIM, MYTLMUKYILIMYPATU3M, MONEPAHMHOCHD.
B pesynmemame 6 cemanmuueckom npocmpancmee nexcem Ol 6uideneHbl makue acnexmul 3Hadenuil: 1)
0OUeCMBEHHO-NOTUMUYECKUTl;,  2)  MUUHOCMHO-OPUESHMUPOGANHLIT  (6Hewnuti  u  eHympenHuti);  3)
Qunocopexuti; 4) wopuouueckuti; 5) ucmopuueckuti. Punocogckuii acnexm OMAULAEMCS OOHOZHAYHOCHILIO
MONKOGANUS U PACNONA2AEMCA HaAUE HA NEPEOM Mecme 6 ClosapHuix cmamusax. ObujecmeenHo-noMumudeckull
acnexkm 6  YKPAUHCKOM — A3bike — onpedeniemulii  OnpedeneHHol — pASHOSHAYHOCHILIO — TUYHOCHIHO-
OPUEHMUPOBAHHO20 U OOUIECTNEEHHO-NOTUMNUYECKO20 AcNekmos. Buympennue nuunocmno-opuenmuposanie
SHaueHUue uUMelom ApKull obujecmeeHHO-NoOnUmMuYeckuli ommenox. Hcmopuueckoe 3sHauenue 3aHUMAEm
BADICHYIO NO3UYUIO 6 CLOGAPAX, NOCKONLKY EbIPAdICAEMC NOYMU 60 6ceX OeUHUYUAX CIO6, KpOME NeKceMbl
CMYTLIMUKYILIYPATUIM 3, UDO OH 3AQDUKCUPOSAH 6 YKPAUHCKOM A3bike HedasHo. FOpuouueckuii acnexm 6
UCCTIEOOBAHHLIX COSAPAX PENPE3EHMYem Ulb NEeKCeMa « NIOPANU3M » U UMeem OOHOZHAYHOE MONKOGaHe.

Kniouegvie  cnoea:  acnexm, — 2ymaHusm, KOSHUMUGHAA — CHpPYKmypa, KOHMEKCHY aNbHO-
UHMEPNPEMAYUOHHVITE AHANU3, KOHYEN, MYTLMUKYTLIMYPATU3M, NIIOPATUM, IMONEPAHMHOCHb.

This article reviews linguistic views of Ukrainian and foreign linguists on the cognitive structure of the
concept. The complex approach to the study of the cognitive structure of the concept is considered, namely: 1)
the aspect of the concepts under consideration is identified by the analysis of vocabulary definitions, analysis
of semantic factors; 2) analysis of the language means of verbalization of concepts; 3) contextual-
interpretational analysis of examples of language verbalization of lexemes; 4) construction of a linguistic
cognitive frame-field model; 5) comparative analysis of structural positions of nuclear and peripheral slots
and signs of concepts. The contextual-interpretational analysis of examples of the language verbalization of
lexemes «humanismy, «pluralismy, «multiculturalismy, and «tolerance» has been carried out in detail. As a
result, in the semantic space of lexemes such aspects of meanings were singled out: 1) socio-political; 2)
person-oriented (external, internal) 3) philosophical; 4) legal; 5) historical. The philosophical aspect has a
number of features. In dictionaries, it is quite noticeable; differs unambiguous interpretation and is located
more often in the first place in the dictionary entries. Concerning the socio-political aspect, it must be pointed
out that in the Ukrainian language there is a certain equivalence of the person-oriented and socio-political
aspects. The socio-political aspect has more unambiguous definitions, which are located at the beginning of
the dictionary entry. Let us note that the internal personality-oriented significance of «humanismp,
«pluralismy, «tolerancey, and «multiculturalismy have a vivid social and political connotation. Historical
significance occupies an important position in dictionaries, since it is expressed in almost all definitions of
words, except the lexeme «multiculturalism», which is due to its recent appearance in the Ukrainian language.
The legal aspect in the dictionaries is only a lexeme «pluralism» and has an unambiguous interpretation.

Keywords: aspect, humanism, cognitive structure, contextual-interpretation analysis, concept,
multiculturalism, pluralism, tolerance.
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