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KNXAPEBA HATAJIUSI AHATOJIBEBHA

KaHouoam huiaonocuueckux Hayx, 0oyeHm,

Oooyenm '0po6cKo20 uHCMUmMyma UHOCMPAHHBIX SI3bIKO8
MYXHUHA JAPbSI CEPTEEBHA

acnuparm I 0pro8cKo20 UHCMUMYma UHOCMPAHHBIX S3bIKO8

KondopmaTuBHble U HOHKOHGOPMATHBHbIE AUCKYPCUBHbIE AKThI
B COBPEMEHHOIi ipame

Annomayusa. KoMMyHHKausT — 3TO MHTEPAKIHs COOECEAHUKOB, B KOTOPOM
gepe3 HaOOp SA3BIKOBBIX M PEUCBHIX CAWHHMI], B KOHKPETHOM KOHTEKCTE TIepemacTcs
nadopmarnms. JlaHHas wuHpOpMAIMd WMEET HEKOe BIHMSHHE (IOJOKHUTEIBHOE,
OTpUIIaTeIIbHOE, HEHTpanbHOE) Ha ajgpecara, KOTOpoe TpeOyeT peakiud M OTBETa.
Tak, TUCKypCHBHBIE aKThl UMEIOT PAa3HYI0 CMBICIIOBYIO HAarpy3Ky B 3aBHCHMOCTH OT
LEeNU aJpecaHTa, MECTa PEuYeBOro COOBITHS M BHIOPAHHOIO THUIA JUCKYPCHUBHOIO
akTa. C MOMOIIBIO Pedd, B KOTOPYIO BXOHAT pPEUeBbIE M IUCKyPCHBHBIE AaKTHI,
packpaIBaeTcst 00pa3 mepcoHaXka APaMaTHUeCcKOTo IPOU3BEICHUS, IIPOMCXOIUT HEKas
CBSI3b MEXJIy aBTOPOM M UHTATEeNIeM/3pHTENIeM JIpaMbl. Peus mepcoHaxel, B CBOIO
ouepesib, SMOLMOHAILHO OKpalleHa S3bIKOBHIMH M PEUYEBBIMH  CPEACTBAMU,
OpEeJCTAaBICHHBIMH  Pa3HBIMM  4YacTAMH  peYd B  JUCKYPCHBHOM  aKTe:
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KOH()OPMAaTHBHOM, HOHKOH()OPMAaTHBHOM, AKKy3aTHBHOM, aTIoJIOTETHOM,
opdeparuBHOM, nuaakTuueckoM. CTaThs TMOCBSIIEHA KOH(GOPMATHBHBIM U
HOHKOH()OMATHBHBIM JHCKYPCHBHBIM aKTaM COBPEMEHHOW J[paMbl, KOTOPBIE
HCIIOJIB3YIOTCSL  [UIL  [epelladyll  KOHQUIMKTHBIX M KOOIIEPATHBHBIX — PEUYCBBIX
BBICKa3bIBaHMH (coriiacue/Hecoriacue, oJ00peHue/Heoq00peHue, Mmoxsana, OTKa3),
00bEAMHEHHBIX WCCH 3HAHHS TOBOPSIIETO O IOJIb3¢ WIH yiiepOe Kak pe3yJbrare
aKTa KOMMYHHKAIIAH, 4TO IIO3BOJISCT PEardpoBaTh IIOJOXUTEIBHBIM WA
OTPUIIATEIILHBIM BOJICH3BBICHUCM Ha PEIUINKH COOCCEeTHHKA.

Knroueevle cnosa: 1UCKYypC, JTUCKYpCHUBHBIH aKT, KOH(OpPMATHBHBIN
JIACKYPCHUBHBIN aKT, HOHKOH()OPMATHBHBIN JUCKYPCUBHBIN aKT, KOMMYHHUKAIIUS

Abstract. Communication is the interaction of interlocutors in which
information is transmitted through a set of language and speech units in a specific
context. This information has a certain effect (positive, negative, neutral) on the
addressee, which requires a reaction and response. So, discursive acts have different
semantic meaning depending on the purpose of the addresser, the place of the speech
event and the selected type of discursive act. With the help of speech, which includes
speech and discursive acts, the image of the character of a dramatic work is revealed
and a certain connection occurs between the author and the reader/ spectator of the
drama. The characters’ speech, in turn, is emotionally colored with language and
speech means, represented by different parts of speech in a discursive act:
conformative, non-conformative, accusative, apologetic, offerative, didactic. The
article is devoted to the conformative and non-conformative discursive acts of
modern drama, which are used to transmit conflicting and cooperative speech
utterances (agreement/disagreement, approval/disapproval, praise, refusal), united by
the idea of addresser’s knowing of benefit or damage as a result of the current
communicative act, which allows him to respond to the interlocutor’s remarks with a
positive or negative expression of his will.

Keywords: discourse, discursive act, conformative discursive act, non-
conformative discursive act, communication.

PeueBbie u auckypcuBHbIE akThl (nanee PA u JIA COOTBETCTBEHHO) SIBIISIOTCS
OCHOBO#1 Mporecca KOMMYHUKAIIMU B MOBCEIHEBHOW kHu3HU. C TOMOIIBIO JaHHBIX
pPEYEBBIX BBICKa3bIBAHUK MOYKHO COBEPIIMTH MPOIECC Nepeaadd COOOIICHUS U €ro
nexkoauposanue. CpeacTBaMH JaHHOTO Ipoliecca SBISIOTCS JIEKCUUECKHE €IMHMIIBI,
KOTOpBIE BBIPAKEHBI PazIHMYHBIMU YacTsMH peud. B JIA Taxke He MeHee aKTHBHO
3afieficTByeTcs M napaBepOanuka (KECTbl, MUMHKa, 3BYKH), KOTOpas NPHIAET peuu
SMOLIMOHAIILHOCTh U 3KCIPECCUBHOCTh. CHCTEMa pederpou3BOJACTBA, B KOTOPYIO
BxoJAT Kak PA, tak u JIA, npucyia He TOJIbKO KUBOW peud MOBCEIHEBHOM JKU3HU
KOKIOrO 4eJIOBEeKa, HO U, HaImpuMep, pedyd IepCoOHaKed JpamMaTH4ecKoro
MPOU3BEJCHHS, BBIPAKCHHOM MOHOJIOIOM, JHANOroM, Imojwiorom. [uamor —
HauboJee MPOAYKTHBHAs (opMa KOMMYHHUKAIMH, TIOCKOJBKY MEpelacT He TONBKO
WMHTEHIIMIO aJJpecaHTa, HO M paCKphIBAET PEaKIUIO aJjpecaTa Ha HEKOe BHICKA3bIBaHHE,
NepeaeT TOYHOCTh TOHUMaHHsI COOECETHUKOM IIeTTH COOOLIEHHS /ISl TOCTIe Iy Folen
peakiuu. Takum 00pa3oMm, OT TPaBUIBHOTO JIEKOJAWPOBAHUSI COOOIICHUS 3aBUCHT
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JMATbHEWIIass KOMMYHHKAIUS COOSCETHUKOB W WX BBIOOp TaKTHK W CTpaTerHid
obmenus. B 3aBucuMocTi oT Habopa peueBbIX BHICKA3bIBAHUK W BHIOPAHHOTO THIIA
JA MOXHO CHpPOTHO3UPOBATh HTOT KOMMYHHKAIIUH, ONPENEIUTh NAIbHEHIIHe
JEHCTBUS TS TOCTH)KEHHUS IICITH BBICKA3bIBaHUS (B CITyYac MOPAXKCHU).

Jpamatudeckoe TNPOU3BEACHUE SBISETCA «KAaHBOW» s H300pa)KeHus
WHTEPAKUUU JEHCTBYIOIMX JIMI, MOMEIIEHHBIX B ONpPEAEICHHBI KOHTEKCT,
MOCpeICTBOM UcTioNb30BaHus PA u O10koB JIA. /laHHBIE peueBbie BHICKa3bIBAaHHS B
JpaMaTU4IeCKOM TPOU3BEACHUM SIBJISIOTCS HE 4YeM HHBIM, KaK CpEICTBAMU
XapaKTepUCTHKH MEPCOHaXKEeH, pPacKpbITHS UX 00pa3a, pa3BUTUS CIOKETa U XoJ1a
COOBITHIA.

Tak, HampuMmep, B JpaMe MOTYT OBbITh HCIIOJb30BAHBl PA3HBIC THIIBI
JUCKYPCUBHBIX aKTOB, CpeJH KOTOPBIX KOH(OPMAaTHBHBIE U HOHKOH()OpMATHBEIE
JUCKYPCUBHBIE aKTBhI, KOTOPBIE HMEIOT ABOHCTBEHHYIO (YHKIHIO IEKOAWPOBAHHUS
peuu (BbICKa3bIBAHUS).

B cBoeit cratbe  «[uckypcuemvie  axmoel:  npazMacemMammuxa — u
npazmamunonoeusiy  A.H. Ilpuxoapko naeT moHATHE JaHHBIM Tunam JA:
«Kongopmamusnuvie u  nonxongopmamuenvie A  npedcmagisiom — coboul
peakmusHvle peuegvle OCUCMEUs, UCNONb3YeMble U 6 KOONEepaAmueHoOM, U 8
KOHGuKmuom pexcumax obwenusi. OHu 00vbeduHeHbl udeell 3HaHUs 2080PAUE2O O
noavze unu ywepbe 6 cayuae NpuHamus o@hepamuenol UHUYUAMUBLL, UMO
noseonsiem  emy — peazuposamv  NONONCUMENbHLIM — UAU  OMPUYAETbHbIM
soseusvagienuem. Taxas peakyus MOdtCem CUSHATUZUPOBAMb KAK NOJHOe (0mKa3s),
MaK u wacmuyHoe omrIoOHeHue opgepamusa (8ospadicenue), umo npeononazaem
usMenenue NONOJCeHUs Oel NymeM peuumenbHo2o (coziacue, OmMKA3) uiu
maxmuynoco (00obpenue, necoenacue) pewesoeco deticmeusiy [3, c. 108].

Takum oOpa3oM, pgaHHble BUAbl JIA B JpaMaTH4ecKoM MPOU3BEICHHUU
SBISIIOTCS. ~ M300pak€HHEM  OCMBICICHHOTO  BBIOOpa  COOECeIHHKOB  XOna
KOMMYHHKAIIUK C TIOJIOKUTEIBHBIM WM OTPHIATENBHBIM HTOTOM PEYEBOTO
B3aUMOJICHCTBHSI, KOTOPBIA IEITUKOM U TIOJIOCTBIO 3aBUCHT OT HHTCHIMN
JNEHCTBYIONIMX  JHL  KOMMYHUKAlMM  (IOCTIDKEHHE  KOONEPAaTHBHOTO WU
KOH(IUKTHOTO UTOTA).

KondopmaTtuBHble 1 HOHKOH(pOpMATHBHBIE J[A SBISIOTCS CpelCTBAMH Kak

KaTerOpUH  MeNUOPAMUCHOCU («menuopamuseHwvlily - «obuagaroImui
MIOJIOKHUTEIEHBIM 9KCIPECCUBHO-OMOIMOHANBEHO-OLEHOYHBIM CO3HAYEHHEM
(oKpackoif) Wi cooOIIaroImuni (MIPUIAIONIHIA) CIIOBY Takoe co3HaueHue» [1, c. 218]),
TaK W KaTeropuu neuopamuenocmu («neuopamugHulily — «00JaAIONIHIA
OTpULIATETBHOMN 3KCHPECCUBHO-IMOIIMOHATIEHO-0I[EHOUYHON KOHHOTAaIAE»

[1, c. 303]), BEIpaxkas cornacue/Hecoriacue, 0Tka3, ono0peHue/HeoJo0peHue:

1) cozcnacue («pedeBble OJOKH, OTpa)karolllye TIOJIOKHUTEIBHYIO PpEaKIUIo
TOBOPSIIETO HA MPONO3UIIMOHAILHYK) COCTABISIONIYI0 WHUIMAIBHBIX PEYEBBIX
JIEHCTBUI ¢ SITUCTeMUYecKUM 3HaueHnemM» [3, ¢. 109]), Hanpumep:

«HAIBKA. JlanHo, naBaii Ha criop! Ecnu b1 Kyna-HUOYIb aJIeKo yeaeulb u
MPOXXUBEIIL TaM HE MEHbIIE MATH JIET, TO Thl MHE JOJDKEH... Thl MHE JOJDKEH
OyJieib. . .
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CAULIKA. Yro?

HAJIBKA. Tbl MHE TOJKEH — BEpHYTBCSA ... MEHsI Ty1a cBO3uTh! BoT. buier,
BCE TaKoe. ..

CAHIKA. Xopouwio.

HAJIBKA. KistHuch 310pOBbEM MaMbi!

CAIIKA. Knauyce.

HAJIBKA. Hy, 1aono. Torna 3amérano» [2];

2) necoznacue («pedeBble NeUCTBUS, PYHKIMOHUPYIOIUE KaK OTPHLIATEIbHbIE
peaKkuuy Ha PerIiMKY MEHTAJIbHOrOo Mopsiika (MHEHHE, CyXIEHHE, MPeaNoIoKeHue,
JONyIIEHNE), T.€. PEIUINKY, CHUTHAJIM3HUPYIONINE HENPHHATHE  CHEIAaHHOTO
cobeceHrkoM coolmienus» [3, c. 110]), Hanpumep:

“TOM KEENAN: You know, Ann, I used to have high hopes for Brendan
when he was very young. He was so bright, just like Mary, but somehow he just lost
interest in school and books and studying, and now I don’t know what he’s interested
in. He’s become a stranger to me. A stranger who doesn’t even like me,. and Sean’s
going the same way.

ANN KEENAN: No, you’re wrong about Sean. Sean just wants you to pay
more attention to him” [4, c. 6].

HA «coenacue» u JIA «Hecoznacue» TPOTHBOIOCTABICHBI Ipyr apyry. B
JaHHBIX TUHax JIA packpbIBaeTcsl JBYIUIAHOBBIA XapakKTep TOBOPSIIEro (MepcoHaxka
JPaMaTHYeCKOTO  NPOM3BEACHMS): BEIPAXKEHHE COOOMIEHWS W JIOCTIDKCHHE
O’KHJIAEMOT0 pe3yibTaTa WM K€ BbIOOP aIbTEPHATHBHOIO BBIXOAA M3 IOJIOXKEHUS
BOTIPEKH OKUIAHHSIM;

3) omka3 («oTpULATENBHAS PEAKIHs TOBOPALIETO HA JUPEKTHUBHBIC pEUeBbIC
JeiictBus npeckpuntopay [3, c. 110]), Hanpumep:

Gladys. “Margret wants to direct our next production; it’s one of her favourites,
“Hello Dolly”. She knows if she upsets Bob he will make sure the committee don’t
give it to her and after the fiasco that was “Carousel” she needs this concert to work.

Susan. “If he gives it to her I won’t be in it.”

Mavis. “Me neither.” [5, c. 27];

4) 0006penue n HeodoOpenue (SBISAIOTCA PACIIMPEHHEM HWIUIOKYTUBHOTO
MPOCTPAHCTBA COTJIACHs / HECOTJIACHs ¢ MHUIUMAJIBHBIM PEUYEBBIX XOJOM ajpecaTa 3a
CUYET «IOJKJIIOUCHUS» OICHOYHON COCTABIIAIONICH, Mpenanoyarapmei J1moo
MO3UTUBHYIO, JINOO HETAaTUBHYIO PEAKLHUIO TOBOPSIIETO HA MPEABIIYNINHA pedeBOi
mar KOMMYHHKaTHBHOTO TTapTHepa» [3, ¢. 111]), Hampumep:

Mavis. “It’s such a shame, she was really looking forward to the concert and
after all she isn’t responsible if Harry did embezzle the money.”

Andy. “Maybe not, but she was happy enough to spend it.”

Bob. “Come on, let’s not prejudge the situation, “Innocent until proven guilty”
and all that.”

Andy. “I suppose, but she’s such a snob, can’t help feeling she got what was
coming.”

Margret. “While all this is all very interesting it isn’t get any work done so can
we please get on with what we are really here for? (There is a murmur of assent.)
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Right, okay Roger? Okay Mark? Okay Andy? Okay everyone? Right, let’s give it a
go.” [5,c. 59].

Takum obpazom, maHuple  tansl  JIA (xoH(OpMATHBHEIE u
HOHKOH(oOpMaTHBHBIE J[A) ABIAIOTCA 10 CBOGH CYTH WHTEPAKTUBHBIMH PEaKIUSIMHU
Ha oddepaTrBbl, aKKY3aTUBBI, allOJIOTCTHUBBI M AUAAKTHBBI, KOTOPBIC IPEIOCTABISIOT
BBIOOp coOeceJHUKAaMK KOHEYHOI0 MTOra KOMMYHHKAIMU. B CBOIO ouepeib, TaHHBIE
JIA oObenuHeHbl OOIICH TEIEOJOTHUCCKON JMHHEH — HAlpPaBHTh KOMMYHUKAIIAIO
MEepCOHaKEH K OmNpenesiéHHOW 1end (KoomNepaTHMBHOE B3aUMOJICHCTBHE WK
KOoHGIUKTHAS cuTyanus). Takas cucTeMa TUCKYypPCUBHBIX aKTOB COBPEMEHHOM JIpaMbl
SIBISIETCS. MCTOYHUKOM XAPAKTEPUCTUKH HE TOJBKO pPEYM MEPCOHAXKEH, HO U
MO3BOJISIET PACKPBITH HX 00Pa3bl.
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KUXAPEBA HATAJIUSI AHATOJIBEBHA

KaHOuoam Quiaoioesudeckux Hayk, OOYeHm,

ooyenm I'0pro6CKO20 UHCIUMYMA UHOCHPAHHBIX S3bIKOG
SIKOBJIEBA EJIEHA MABJIOBHA

acnupanm I'opno6cko2o uHCmumyma unHoCmpaHHbIX 36IK08

HeBepo6anbHble MapKephbl NOBEIEHHST YYACTHUKOB MOJUTHYECKOT0 TOK-LIOY
B CUTYallud KOH(IUKTHOr0 B3auMojeiicTBUSA

Annomayusn. B KOH(IMKTHBIX CHTYalHsX PEYeBOE MOBEICHUE YYAaCTHHKOB
HOJINTHYECKOTO TOK-IIOY CJIeAyeT IIOHMMaTh Kak BepOajlbHOE U HeBepOalbHOE
KOMMYHHMKAaTHBHOE  B3aumojeiictBue. B naHHON  cTatbe  aHAIM3HUPYHOTCA
HeBepOaJlbHBIE MapKephbl, XapaKTepH3YIOLIME IOBEJCHHE YYaCTHHKAa B MO3UIIMH
JOMUHUPOBaHWS — TOAYMHEHMS. B  CTIpykType KOHQUIMKTHOW  CHTyauuu
MOJINTHYECKOTO TOK-LIOY MOXKHO BBIJCIHTh TaKME KOMIIOHEHTBI KaK: YYacTHHKH
KOH(GJIMKTa, MOTHB KOH(IMKTa, KOH(IMKTHOE IIOBEJCHHE (BepOampHOE U
HeBepOalbHOE MOBEICHHME YYaCTHUKOB TOK-IOy). B pabore ananmusupyercs
paziuuue B YJIENbHOM BECE HEBEpPOAIMKM B aHIVIOS3BIYHOM M PYCCKOS3BIYHOM
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