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JIbBiBCHEME HaIIOHATBHUY yHIBepcuTeT iMeHl [Bana Opanra

CEMAHTHYHI TUIIM KOHTPACTY B AHIJIIICBKOMOBHOMY
XYIO0XKHBOMY ITPO30OBOMY TEKCTI

Amnoranisa. Crarrs npucBsiyeHa CEMAHTHIHUM TUIIAM KOHTPACTY ¥ CYYACHOMY AHTJIINCHKOMOBHOMY XY/I0KHBO-
My IIPO30BOMY TEKCTI Ta IIPOAHAJII30BAHO 1X BIKMBAHHS Ha MaTepiayl aHTJIINCPKOMOBHHUX JIZKepesi. 3 'sICOBAHO
iX CeMAaHTUYHY Ta CTUJIICTHYHY POJIb y JIITEPATYpPHOMY TEKCTi. ABTODP TAKOK IOC/IIIKYe IIpobJieMy KOHTpAac-
Ty Ta ¥OTO POJIb B aHTJIIMCHKOMOBHOMY IIPO30BOMY XY/IO0KHBOMY TEKCTI, SK CII0CO0Y CHPUHHSTTS 1 XyA0KHBOTO
mi3HaHHA cBiTy. KoHTpacT sk OCHOBHUI MPWHITUIT JIITEPATYPHO-XYI0KHBOTO BIIOOPAYKEHHS MOl CTAae HOCIEM
BEJIMYE3HOTO0 KyJIbTYPHOTO 1H(opMaIifiHoro moreHItiaxy. Ha matepiasi mparib BITYUM3HAHUX Ta 1HO3€MHUX JITHT-
BICTIB PO3TJISTHYTI CEMAHTHYHI TUIIM KOHTPACTY, & caMe CIOMKeTHUH, 00pa3HUi, KOHTPACT CUMBOJIIB, CEMaHTHKO-
aCOIIaTUBHUHN, KOJIFOPU3MH HA IMO3HAYEHHS KOHTPACTY, eKCILTIIIUTHO-IMILTIIIUTHUN Ta JOBEIEHO, 110 KOHTPACT
peati3yeTbess B TEKCTOBOMY IIPOCTOPI 3a JIOITOMOTOI0 IT1JI01 HU3KH B3a€MO/II0YNX OTO3UITIH.

Knrouori ciioea: KoHTpacT, CeMaHTUYHI TUIU KOHTPACTY, IIPOTHUCTABJIEHHS, JITEPATYPHUN TEKCT, CYyYaCHUMA
AHTJIIACHBKROMOBHUMN XYJ0KHIN ITPO30BUM TEKCT.
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SEMANTIC TYPES OF CONTRAST IN MODERN ENGLISH FICTIONAL TEXT

Summary. The article deals with the problem of contrast and its role in modern English fictional text as a way
of perception of the world through the text. The works of Ukrainian and foreign linguists have been analyzed.
Most researchers distinguish contradiction as a basic factor of contrast. Common to all theories of contrast is
the claim that it is always based on opposition or contradiction. A particularly special attention is paid to works
on the comprehensive study and description of the effect of contrast in regards to its structural and semantic
organization. The main focus is on the semantic types of contrast in modern English fictional text. The author
analyses the semantic and stylistic role of contrast in literary text on the basis of English sources. As contrast
is realized in the text, it is widely regarded as the wide contradiction of meaning in the whole text, which is
the main ground for distinguishing semantic types of contrast: with the plot, figurative, symbolic, semantic-
associative, colour, and explicit-implicit. The article also deals with the issue of contrast and its interpretation
in modern linguists. The study of contrast as the text forming basis of English artistic prose text has been
analyzed and the role of a contrast as a stylistic principle of effectiveness has been considered. Contrast as an
expressive opposition is explicated with the help of opposite signs, where in the completed utterance an author
strongly influences the reader. Therefore, the contrast is observed as semantic and functional basis of a liter-
ary text, as the primary means of expression of the literary work. The essential characteristics of contrast as a
stylistic device and the principle of English artistic prose text have been elucidated based on the works by the
Ukrainian and foreign linguists.

Keywords: contrast, semantic types of contrast, opposition, literary text, modern fictional text.

ocraHoBKa npoodsiemu. Hartemnep 3artikasiie-

HICTB JIHTBICTIB IIPEACTABJISIOTH TEKCTOTBIpP-
Hl IIOTEHIN] ITPUHITUIIB JHOZICBKOTO MHICTICHHS, IXHsI
POJIb Y CTPYKTYPHO-CeMAaHTHYHIH opraHisarii Tekcry
1 y9acTh y BiI0OpaKeHHI B TEKCTI ITAJITPA KOHQIIIK-
TIB 1 yIIepe ke b, IMIULIKOBAHIX Y PISHUX OLO3MIILIX,
TpaHCIROBaHUX uepe3 KouTpact. Came BiH IIpOHU3YE
ycl piBHI TEKCTY, 1 K 0A30BUI IPUHITATI OPTaHI30BYe
#oro hopMaJIbHO-CMHCIIOBY CTPYKTYPY.

Anasia ocraHHix gociaigskeHp i myOaika-
min. ¥V cyuacuux mocmimkeHHsax [TopocsH; Typae-
Ba] KOHTPACT BBAMKAETLCS OHIEI0 3 OCHOBHUX O3HAK
opraHisamii XyI0:KHBOTO TBOPY. K CTBepKye
I'.B. AanpeeBa, «KOHTpACT IIPUIYCKAae CY0 €KTUBHE
IIePeTBOPEHHSA 00 €KTUBHUX IMIPOTHUPIY peabHOI
JHCHOCTI 3 MeTOI0 IeBHOI Xy 0sKHBOI mii. Bimobpa-
"KeHHs IPUPOAHN y TyMIL JIOAUHY BII0OYBAETHCSA He-
BIIMHHO, y BIYHOMY IIPOLIECI, POSBUTKY 1 3ITKHEHHS
3 mporupivuamm» [1, c. 14].

Bupninenns mue pBupimenux paumime dvac-
THUH 3arajbHOl mnpoodjgeMu. AKTYyaJbHICTDL 0-
CIIIKEHHS 3yMOBJIEHA THM, II[0 CEMAHTHYHI TUIIN
KOHTPACTY B CYyYaCHOMY XYyIOKHBOMY IHCKYpCl 3a-
JIUIIAIOTHECA MAaJIO JOCTIIMKEeHUMH Ta HeIOCTATHBO
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BUBYCHUMH. ROHTpaCT PO3IJIAIAEMO 5K CYKYIIHICTD
XapaKTepPHHUX 3B SI3KIB 1 cmBBmﬁomeHb JIIHTBICTHY-
HUX OJIMHWUIH PISHWUX PIBHIB, SIKl KOHLIEHTPYIOTHCS
Ha npOTnpmqax Ta KOHQIIKTaX.

Merta crarri. 'omoBHOI0O MeToIO 111€1 p060TI/I € J10-
CIIOUTH SIBUILE KOHTPACTY, MOr0 CeMaHTUYHI THUIIN
y Cy4acHOMY XyIOsKHBOMY IHCKypci. Po3p’szanusa
IOCTABJIEHOTO 3aBIAHHS MOTpedye IIPOBEIeHHS
KOHTEKCTOJIOTTYHOIO AaHAJN3y XYI0KHBOIO TEKCTY
Ta BU3HAYEHHS IMOHATTSA KOHTpacry. MartepiajaoMm
mocaimxernas € pomanu C. Kimcesmmm «Can you
keep a secret?, C. Arepu «A place called Here»
ta A.C. Baitert «Angels & Insects», «The Virgin in
the Garden» [8-11].

Buxnang ocumoBHoro wmarepiany. OcCKUIBKK
KOHTPACT PeaJN3yeThCsSA Yy TEKCTl, TO PO3TJILIAEMO
HMOro SK IIMPOKE IPOTUCTABJIAHHS CMUCIIB Y IILJIOMY
IIPO30BOMY TEKCTI, III0 € TOJIOBHOI0 YMOBOIO BHOKPEM-
JIEHHS PI3HUX CEMAHTUYHHUX THUIIIB KOHTPACTY:
CIOSKETHOr0, 00Pa3HOro, KOHTPACTY CUMBOJIIB, CEMaH-
THKO-ACOIIAaTUBHOI0, KOJBOPH3MIB Ha II03HAYEHHS
KOHTPACTY, EKCILIIIUTHO- iMHJIiLLI/ITHOI‘O [3, c. 53].
IIpoanasmiayemo Ix 1109eproBo i3 3aJIyIeHHAM KOHTEK-
CTOJIOTIYHO (PIKCOBAHOr0 aHAIITAYHOIO MaTepiay.
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Crooicemnuii. mun kowmpacmy mnependadae
IPOTHCTABJICHHS IOHATD, 3aKJANEeHUX y TeMl Ji-
TEPATyPHOIr0 TBOPY, HAIIPUKJIAI, joy <> sadness /
padocmi it neuasi, love <> hatred / 1106081 Ui HeHa-
sucmi. 3oxpema, M.C. Topocau BBaskae, 1110 CIOMKET-
Hl KOHTPACTH TPAJUIIIMHO IPYHTYIOTHCS HA IIPOTH-
CTaBJIAHHI «KPACUBE <> JKAXJINBEY, «CIIPABEIJINBE <>
HECIIPABEIJINBe», «I00p0 <> 3JI0», «I000B «> HeHa-
BHCTB, GKUTTSI <> CMEPTH 1, B KIHIIEBOMY IILJICYMKY,
3BOJISATHCST 10 IIPOOJIEeMU IPOTUCTOSHHS mobpa 1 3ia
[6, c. 69]. HampurJtam, y Tekcti pomany A.C. Baiterr
«Angels & Insects» cmocrepiraemMo 300paskeHHsT aH-
resia ta vioro mii: 1) She did not know much history,
though she had read all the novels of Walter Scott,
<...> it was true, the lovely angels had sailed in and
out of people’s lives, bringing with them bright soft
lights, heavenly music, and a rush of mysterious
importance... [9, c. 170-171]; 2) Mrs Papagay was
made Lntensely happy by this exchange. Who would
have thought it, she said to herself, and yet, how
right, it was only when the Angel threatened her with
the loss of the husband she had taken for granted
that she really saw him, saw him in terms of his loss,
his vanishing, that was implied, and was driven to
imagine existence without him [9, c. 284].

V HacTyIIHOMY KOHTEKCTYaJIi30BAHOMY ()parMeH-
ToB1 Tekery 3 pomany C. Arepu «A place called Here»
dikcyemMo 3B’SI30K 3aTOJIOBKA 3 CIOJKETHOIO JIHIEO:
It was a scene I was familiar yet unfamiliar with
all at the same time because everything I could see
was composed of recognizable elements from home,
but used in such very different ways. <...> So much
colour, so many new sounds, unlike any country I'd
been in, A sign beside us said ‘Here’ [8, c. 126].

Moskemo cTBepIKyBaTH, 110 KOHTPACT K IIPUH-
Uil OPMYBAHHSA XYIOKHBOI CTPYKTYPH AKTyaJIi-
3yeThbCsT HA PI3HUX Ii pIBHSX, 30KpeMa i y cucremi
IIEPCOHAMKIB.

Obpa3nuii mun KOHMPacmy KJIACUPIKYETH-
ca ax: 1) xoHuTpacT 00pasiB (IIPOTHUCTABJISAHHS IIO-
3UTHUBHUX 1 HETaTUBHUX TrepoiB) — I'm sorry,” I say

helplessly. ‘Lissy, 'm not laughing at you, honestly.’

I take a deep breath and try desperately to clamp my
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But when I get outside I find I can’t bring myself to.
I'm wound up with tension like a metal coil. I can’t
face going into the party and having to make small
talk — but I can’t face the four silent walls of my
bedroom either. Not quite yet [11, c¢. 357].

O0pas € KJIOYOBHM 3acO00M XYJIOKHBOTO y3a-
raJIbHeHHS JIMCHOCTI, 3HAKOM OO0 €KTHBHOIO KOpe-
JISITa JHOACHKUX IIepekUBAHB 1 (bopMOIo CYCITLJIBHOL
cBigomocti. Y IIIPOKOMY ceHcl TeleH «o6pa3» o3Ha-
Jae BiMoOpaskeHHs 30BHIIIHLOIO CBITY ¥ CBLIOMOCTI.
Ax sasmauae 3.{. Typaesa, «mpoHHKHEHHS B 00pas,
OCATHEHHSI 00pasdy B yclii itoro 0araTorpadHHOCTI 1
TJIMOMHI MOKJIMBE TLIBKK y Meskax 1riyioro. O0pasHa
crcreMa 0e3locepeqHbO 0B I3aHa 3 €CTEeTUKO-(LIo-
copCHKOI0 KOHIIEIIIIEI0 aBTOPA 1 € 0COOMCTICHUM KOM-
TIOHEHTOM CTHJIIO, IHAWBITyaIbHOI MAHEPH IIUCHMEH-
HUKa» 7, c. 44]. HaBeaiMmo tipukiiaj 00pa3Horo TUILY
rourpacry: The stiff Petrarchan antitheses were
delivered with a liquid Victorian painfulness and
the rich, plaintive, sincere voice stumbled over the
most ferocious and famous assertion: I know I have
the body of a weak and feeble woman but I have the
heart and stomach of a king. This was all woman,
Frederica thought crossly, ordinary woman, like
peering into the Royal kitchenette at Buckingham
Palace to be reassured that robes and furred gowns
hide a wife and housewife [10, c. 14].

OCKIJIbKY CHMBOJI € OCOOJTMBHUM BHIOM 00pasy,
POSIJISIaeMO KOHTPACT CHMBOJIIB SK OKPEMUM THII
KOHTpacTy. AmiKe, B XyJOKHBOMY IIPO30BOMY TEK-
CT1 CUMBOJI CIyTye s eKCITIKaIl Ta 06’e,uHaHHﬂ
OCHOBHUX 171el, TOMy BOHH IIPOHU3YIOTh YBeCh TBID,
CKa’KIMO, CHMBOJI MOPSI B QHAJI30BAHOMY POMAHI
A.C. Baiterr «Angels & Insects»: The sea is a deep
blue-black, ribbed with green, crested as it turns,
with_silver spray and crinkled crests of airy salt
water ... Matilda observes to William and Captain
Papagay that the wings are still dusty with life.
«lt fills me with emotion,» she says. «I do not know
whether it is more fear, or more hope. It is so fragile,
and so easily crushed, and nowhere in reach of
where it was going. And yet it is still alive, and
bright, and so surprising, rightly seen.» «That is the
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lips together. But all I can see is merchant bankers
dressed in tutus, clutching their briefcases, dancing
to Swan Lake. A judge leaping across the stage,

main thing,» says Captain Papagay. To be alive.
As long as you are alive, everything is surprising,
rightly seen» [9, c. 160].

robes flying [11, c. 246]; 2) KOHTpacT y PO3BUTKY
obpasy — ‘OK,’ I say with a little shrug. After all,
what else can I say? But inside, my whole body is
pulsing in frustration, bordering on anger. Trying
to keep calm, I reach for the cocktail shaker, pour
the remains of the pink cocktail into my cup and
take a deep swig [11, c. 210]; 3) KoHTpacCT ycepen-
uHl 00pady — (a) It had thick red velvet curtains,
often partially drawn against the sun: Lady
Alabaster’s eyes were weak, and she frequently had
the headache. There was always a fire lit in the
hearth, which at first did not strike William, who
had arrived in early Spring, as anything unusual,
but brought him out in sweat under his jacket as
Summer advanced. Lady Alabaster appeared to
be immobilized, by natural lethargy «more than
by any specific complaint, though she waddled,
more than walked, when she progressed along the
corridors to eat luncheon, or dine, and William
formed the impression that under her skirts her
knees and ankles were hugely, maybe painfully
swollen [8, c. 26]; (0) And I am planning to go home.

3aBasgKM CHMBOJIAM aBTOpP Ilepeaae OCHOBHY
1/1e10 TBOPY, MOPIBHIOIYN OyPXJIUBE MOPE 3 JKUTTAM
ramirada I[lamarasy, sskoro Mope €eMOIIIHO Hau-
xae 1 saxomoe. Takomx crocrepiraemMo INACHUICHHS
CHMBOJIy MOps uepe3 Kogbopuamu deep blue-black,
ribbed with green, with silver spray and crinkled
crests of airy salt water.

Cemanmuro-acouiamueHuii mun KOHmMpP-
acmy T0JisATae y IPOTUCTABJISHHI TeMATUYHUX PS-
IIiB XyOOKHBOTO IIPO30BOTO TEKCTY. Byab-aKe ci0Bo
MOsKe BUKJIMKATHA B IaM ATI BCe, IO 3OaTHE 3 HUM
acorioBaTucs. B 0CHOBI acoriarii MOKYTb OyTH pi3-
HOMAHITHI BIJHOCHHY — CIILJILHI 34 3M1cTOM 1 3a hop-
MOI0, 400 TLIBKHK 3a (POPMOIO, UM TILIBKK 34 3MICTOM
[5, c. 98]. Acorriairii BUHMKAIOTH HE TLILKH HA OCHO-
Bl 30/IM/KeHHSA JICKCUYHUX OJUHUIIL, 4 1 HAa OCHOBI1
BIAIITOBXYBAHHSA. ICKpaBUM IIATBEPIKEHHIM IO~
My € IIe ouH (pparMenT TexcTy 3 pomany C. Arepu
«A place called Here»: Gloria, his girlfriend of eight
years, always slept. She had slept soundly through
the entire year of Jack's horrid nightmare, and still
she dreamed. Still she had hopes for tomorrow.
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She had fallen into a deep sleep after hours
spent at the garda station, the first day they worried
about not hearing from Donal after four days of
silence. She slept after the Gardai had spent the day
searching the river for his body. She slept after the
day they'd spent hours attaching photos of Donal
to shop windows, supermarket notice boards and
lampposts. She slept the night they thought they had
found his body down an alley in the town and slept
the next night when they discovered it wasn't him.
She slept the night the Gardai said there was nothing
more they could do after months of searching. She
slept the night of his mother's funeral, after seeing
the coffin of a grief-stricken mother being lowered
into the dirt, to join her husband at long last after
twenty years in this life without him [8, c. 31-32].

Y HaBe/leHOMY TIPHUKJIA]l aBTOPOM 3MaJIbOBAHO
COH OIHOI0 3 IIEPCOHAKIB TBOPY, SIK aCOLIAIILI0 TOTrO,
1[0 TePOIHA He TIJIbKU CIIUTDH BIIPOJOBK YCHOTO TBO-
Py, aJie f TaK MO¥e «IIPOCIIATH BCE CBOE IRUTTsD. Y ce
e BHUKJIMKAE y IOTEHIIHHOrO 4uTada JBOSHAYHI
acoriarii, IiaKpiIJIeH] i Yac YUTAHHS ITIOBTOPOM
nekceMu slept.

Honamo, mo 1o acoIiaTHBHOTO PALY BXOIATH 1
HOTEeHII{HI KOHTPACTHBHI OJIUHUIL, IIPOTHCTABIICH-
HA AKAX BU3HAYAETHCA y3YAJILHUMHU 1 OKA310HAIIb-
HUMHJ KOHOTAI[IIMH T4 YMOBAMU KOHTEKCTHOI pea-
maarmi. [Hnn Ty BIMrpaoTh BasKJIUBY POJIb JIJIS
TIOCUJIEHHST eMOIITHOTO BIUIUBY Ha ynTada. J[o Hux
BIIHOCKMO 30KpeMa KOJIbOPHU3MH Ta EKCILIIIIHNTHO-
IMILTIIIUTHAN TAII KOHTPACTY.

Kositvopuzmu Ha no3Ha4eHHA KOHmMpacmy
TAKOK 3aMMAalOTh BAKJIMBE MICIle Y 3aIIpOIIOHOBA-
Hifl ceMaHTHUYHIN TuIosorii kourpacry. Kosu Ha-
MaraeMocs OXapaKTepHU3yBaTH JIIOAUHY 1 eMOoIIil 3a
JIOTIOMOT'0I0 KOJILOPY, TO IIepesaeMo IMOBHUM CIIEKTP
acorfariif, BUKOPUCTOBYEMO HOMIHAINI KOJIBOPY,
00 OCMHCIIOBATA HABKOJIMAIIHIO MiiicHICTE. HKo-
JIbOPU3M CIIPHsSA€ IIOCHUJIEHHI0 BUPA3HOIO IIPOTH-
CTaBJIEHHS IIOHATH 1 00pasiB, a, OTiKe, IMOCHUJICHHIO
€MOITIHHOTO BILIUBY Ha umrtava [3, c. 55-74]. Hna
mpuriaany: 1) Lady Alabaster moved some of her
black silk rolls of flesh on the rosy satin of her sofa.
She persisted. 'I shall ask Matty to find you a pretty
partner, unless you can pick one out for yourself
[9, c. 3]; 2) There were modern comforts within its
Gothic walls — a mahogany bed, intricately carved
with tvy leaves and holly berries, spread with goose
feather mattress, soft woollen blankets, and a snowy
bedspread embroidered with Tudor roses [9, c. 8];
3) <...>The world looked different, and larger, and
brighter, not water colour washes of green and blue
and grey, but a dazzling pattern of fine lines and
dizzying pinpoints, jet-black, striped and spotted
crimson, iridescent emerald, sloppy caramel, slime-
stlver [9, c. 10].

YV HaBeneHHX IpPHKJIALAX ABTOPOM 3[iHCHe-
HO OIIMC 34 [OIIOMOIOK PISHOMAHITHUX KOJIBOPIB:
black < pale <« faded coral, gold, white; mahogany
< snowy, green, blue, grey <> crimson < emerald,
sloppy caramel, slime-silver, sikl SICKpaBO 3MaJILOBY-
I0Th 1 IIepeJaTh HACTPILA aBTOpa, a TAKOMK 300paske-
Hi 3 METOI0 ICKPABOTO 300pakeHHs KapTHHH TBOPY,
1106 3arocTpuTy yaBy uurada. Taxosk crocrepiraemo
KOHTpPACTHE TTOPIBHAHHS CTHJI0 modern < Gothic.

Eu‘cn.niuumno—imnﬂiuumuuﬁ mun KOmmp-
acmy dikcye NPOTUCTABIAHHA MK THM, IO €KC-
ILTIKOBAHO 1 THM, II[0 MaeThcsa Ha yBasi. Bmache 3
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BUKOPUCTAHHSAM IIbOTO THIIy KOHTPACTY TI00YI0-
Baul aHasmizoBaHl mpo3oBi Texcru C. Kincemnw,
C. Arepu ta A.C. Baiterr. Tak, y pomaui C. Kin-
cesuta «Can you keep a secret? craH 3axOIUTeHHS
repoiHl y JITAKY 3MIHIOETHCS Ha CXBHJILOBAHICTH Ta
samenoroenusi: Wow. This really is lovely. Big wide
seats, and footrests, and everything. This is going
to be a completely pleasurable experience from start
to finish, I tell myself firmly. ... OK. The truth is,
I don'’t like this. I know it’s business class, I know
it’s all lovely luxury. But my stomach is still a tight
knot of fear [11, c. 24-25].

IlpukaamoMm sICKPaBOrO  EKCILIIITATHO-IMILIIIIT-
HOTO THILy KOHTPACTY CJIyTye (hparMeHT 3 POMAaHy
C. Areps. V repoini 60pioThCs ABA MPOTHJIEIKH] TIOIYT-
TsA: 3 O/tHOro OOKy BOHA paJtie, 1o HeMae ii Bopora, 3
1HITIOTO — PO3YMIE, ITT0 He100pe PaIiTH 3 Tops 1HIIHX: 1)
I don’t know why, but I couldn’t leave the table. I just
sat there thinking of ways to get out of the challenge,
but at the same time having the strange feeling that
Twouldn’t need an excuse. The atmosphere had
changed, for the worse, I sensed, but I had that relieved
feeling like arriving at school to find out the teacher’s
sick and not for one second worrying about the teacher.
A few minutes later the kitchen door opened and Dad,
Mum and Mrs Butler camein [8, c. 365]; 2) <...> [ knew
it was wrong but I felt the sudden urge to laugh at the
idea that Jenny-May would have spent the day with
me. Mrs Butler called around to all the neighbours
to see if they'd seen her daughter. The more doors she
knocked on, the more I could see how her face changed
from embarrassment to steely determination and then
to fear [8, c. 366]; 3) A few nights before the Gardai came
to the school I had begun to feel guilty about Jenny-May
disappearing. I watched a documentary with my dad
about how one hundred and fifty thousand people in
Washington DC all arranged to think positive thoughits
at the same time and the crime rate went down, which
proved that positive and negative thinking had a real
effect. But then Garda Rogers told me that it wasn’t
my fault Jenny-May Butler was gone, that wishing
for something to happen didnt actually make it
happen,_and so I became a lot more realistic after that
[8, c. 429]. V maBenmennx pparmMeHTax criocrepiraemo,
SIK 3MIHIOIOTBCS JIYMKH Ta HACTPOIL TepOiHl — Bl pagoc-
i I felt the sudden urge to laugh — no IOYyTTS BUHU
to feel guilty about Jenny-May disappearing, a morim
1 710 caMOBUIIpaBaauHsd it wasn't my fault Jenny-May
Butler was gone and so I became a lot more realistic
after that.

Binrak ceMaHTHYHI THIIM KOHTPACTY: CIOKETHUIH,
00pa3Huil, CHMBOJIIYHUHN, CeMaHTUKO-aCOIIaTHBHUM,
KOJIOPU3MHU Ha TTO3HAYEHHS KOHTPACTY, €KCILIIITHT-
HO-IMILTIIUTHUH CIIYIYIOTh TUIIAMU €KCIIPECHBHO-BH-
PAa30BOro IMPOTUCTABJISHHS 1 MOKYTH OyTH 00’ e¢IHAH]
B OJTUH — CTPYKTYPHO- -ceMaHTUYHUH Ut [2, ¢. 10].

BucnoBku i nponoaunmii. CnoBom, aHasmia dgax-
TOJIOTIYHOTO MaTepiajy CBIIYUTH, 110 IT€BHI THUIIU
CEMaHTHUYHOTO KOHTPACTY BHCYBAMOTHCSI HA Iepe-
JHIHN JIaH, TOOTO € JOMIHYIOUNMHU, a00 5K HAaBIAKH,
BIACTYIIAIOTh HA 3aOHIN IJIaH, HA 3aryMeHKH Ha-
PATHBHUX 1 CIOYKETHUX JIIHIA, (POPMYIOUH IiIe OlJIBII
yeKIaaHeHY aKTypy CydacHOTO aHTJIIHChKOMOBHO-
o XyJOKHBOTO IIPO30BOr0 TEKCTY. Bimbir Toro, ce-
MAHTUKA KOHTPACTHUX OJWHUIIL § TAKUX TEKCTaX
BUCTYIIA€ SK CTPUIKEHb, Ha SIKOMY HaHW3aHa yCs
KOHCTPYKITIST aHTJTIHCEKOMOBHOTO XYI0KHBOTO TIPO-
30BOT0 TEKCTY.
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