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Abstract. The article studies the basis of the functional use of the author's self-image (I-author) as a
constituent part of the literary discourse. The literary author’s position is based on them being the
subject of study, a generalized carrier of the national culture of a certain period; this image may
lose their personification features and become the interpreter of the traditional knowledge. At the
same time, the author’s perception as the one conveying artistic relies on the theory of
communicative activity, narratology, linguopoetics, stylistics, psycholinguistics, etc.

The image of the I-author is perceived as a “mask” structured in the text, a carrier of a literary
meaningful I-position, subjective intentions, and this figure hides an idealized author in various
implementations on the one hand, while on the other hand it is a narrator close to a real or
fictitious character, kind of a phantasmagorical figure. In any of its artistic incarnations, this image
is relative, transformed, combining the features of various actors — an agent, character, witness,
lyrical hero, who get changed in the process of becoming various positive, negative, or
phantasmagorical figures. The position of the I-author as a part of the text creation process acquires
different formal features; however, even when they try to avoid the role of an active figure the
functional meaning remains and is felt at the level of deep meaning and subconscious
understanding.

Changes in the stylistic function of the I-author are caused by the desire to identify themselves
as a character of the story, the one chosen because of the conditions of conveying the I-author
position, as well as subjective-evaluative intentions, at least to some extent. The variability of this
image embodiment relies on the discursive possibilities of it being included into a certain prose,
poetic, or dramatic context, based on the description of contemporary or historical events, the
desire to be or not to be relatable to the reader, to become similar to “others” or to rise above the
cultural, educational, and social level of the reader. The indirect influence of the target audience is
reflected both in direct “communication” with the recipient of the literary text and at the level of
striving for mutual understanding, taking into account common semi-known moods and
experiences, and ultimately at the level of a common linguistic world picture reproduction.

Keywords: author’s self-image (I-author), discourse, text, image, author's intentions, narrator,
character, reader.
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1. INTRODUCTION

The theoretical explanation of the Author-Text-Reader system ratios opens the prospects for
the Author’s position determination as a generalized functional subject, an abstracted expression
of values, so as a joint product of communicative activity. In this sense, the Author serves as an
embodiment of the ideological level of national culture, reproducing the polycode thinking,
traditionally relying on a certain period of social development. The spread of the ideas denying the
author's personification as the creator of a common text, which found implementation in the well-
known formula "Death of the author" by Bart (1984), in particular, affected the text medium
interpretation as a fiction, a function, as an interpreter of traditional knowledge, at least in a certain
sense.

According to Foucault (1988), for example, the author does not precede the text, yet he is a
functional principle that allows limiting free circulation and imagination manipulation in their
culture. At the same time reducing the Author's figure to the role of the cultural environment
regulator leads to the limited interpretation of many theoretical provisions of discursive analysis;
in particular, they pose the following questions: who is the one that really speaks?, is it really them
or someone else? how much authentic or original is it?, which part of the deep “self” do “they”
express in the discourse? (Foucault, 1988). This approach results in a more complicated study of
the text formation process as it is, both in the direction from the author to the reader and vice versa
—in the direction the potential reader influencing the author.

One takes into account the interpretation of the Author as a functional expression of
generalized meanings in the study of author's language and way of thinking at various levels of
discursive analysis, since the narrator position provides an opportunity to outline the cultural,
chronotopic parameters of the description, to characterize the principles and means of author's
formation, and to determine the priorities and ways literary directions and associations develop in
a certain segment of social life. There appears an opportunity to project a particular author’s
position in order to elaborate the principles of literary discourse in the light of communicative
activity theories (Batsevych, 2009), idiolectic discourse analysis (Kononenko, 2021, pp. 14-15),
narrative studies (Tkachuk, 2002, pp. 82-83), linguistic and stylistic dimensions (Yermolenko,
1987), auto-semantic and mono-semantic units (Kondratenko, 2012, pp. 236-238), etc.

The generalized image of the I-author is outlined as a "mask" structured in the text, a bearer of
an artistically meaningful I-position, which is, on the one hand, the idealized Author in various
hypostases and implementations, either named or not, close to the real narrator or a character, a
witness, etc., masked in a certain way, but, on the other hand, this image is relative, fictional,
conjured up in any of its artistic incarnations. The different ways of the author interpretation in the
I-image aim at getting closer to the reader’s perception of the artistic reality in the illusionary
world of the given text.

2. ANALYSIS AND DISCUSSION

Introduction of the author’s image into the text contributes to the perception of the artistic
reality as an external real one, referentially relative, probably "believable", and it is the I-position
bearer that takes on the responsibility for it. A story told from the first person is meant to create the
“authenticity" impression, despite the fact that at the deepest level the reader is aware of it being
fictional, no matter what the “I” of the story assures of. There comes into being the literary picture
of the world, inspired by the author, and it becomes the medium of the author's intentions of the
encoded concept.

The text also revels the artistic position of the I-author who reproduces the national-cultural
environment, in particular, it can be traced in the author’s aesthetic and artistic interpretations by
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means of the system of functional-semantic, linguistic-poetic, stylistic, standardized and original
devices means and techniques, aimed at the traditional aesthetic needs of the reader with possible
deviations caused by certain peculiarities of the category of information recipients, namely, in
terms of age, social standing, cultural and educational backgrounds, for example, youth etc.
Outlining of the target reader audience of the text author implies that that certain readers are
capable of deciphering the author's intents, encoded meanings, and ultimately they get aesthetic
pleasure and emotional sublimity from the story told.

In this sense it is definitely necessary to pay special attention to the characteristic of the
classical paradigm of Ukrainian literature long-standing practice of communication of the I-author
with less than sophisticated readers audience, to a certain extend, with the general public; it has
had the purpose of reaching mutual understanding, and has been aimed at the perception of
artistic reality as a vitally reliable one, the one capable of upsetting or comforting an average
reader. Representatives of the national tradition employed the I-author method of story-telling in
order to appear closer to the readers' needs and emotions, them being capable, for example, of
understanding pathetic rejections, sentimental characteristics, constant references to bitterness,
pain, and suffering of the characters resulting from their social and psychological oppression.

In terms of textual emotives, let's consider an abstract from the text by M. Kotsiubynskyi:
Iloceped xamu, HA 6eAUKOMY NOOGIUHOMY AIKKY, HA OIAUX PAOHAX, AeKUMD MOE KPUULEHAMKO, Yxe
nocuire. e duxae. Caabuii céucm 6urimae Kpiso cneueni yema i OpiOni 3yoxu. S 0auy ckAaHutl yxe
10250 HANIE3AKPUMUX OUell, 4 MOT 04l, Mill MO30K KAJIOHO AOBASMb YCi 0emari CIMpauLHoz0 MOMeEHMY...
(«Leim 20ayni») /I [ In the middle of the room, on a large double bed, on white linen, there lies my little
angel, already turning blue. There are still signs of breathing. Weak raspy breaths wheeze out through the
chapped lips and tiny teeth. I can see the already glassy look of the heavy-lidded eyes, but my eyes, and my
brain, greedily absorb all the details of the terrible moment... ("Apple Blossom")]. The narrator reveals
the selfish position of the observer, who is capable of heartless account od the tragic events, yet
there are present strong emotive motives. One creates a profoundly meaningful image of the
reader as a sensitive, friendly, and deeply compassionate person.

The I-author of the classical paradigm with a similar perspective serves as an agents
"dissolving" in the character of the introduced narrator, merges with them within the confines of
the same person, be it a peasant, a woman, an old grandfather, a child or, say, a phantasmagoric
person. The ontological comprehension of the narrator makes it possible to qualify the I-author as
someone who "similar to the others" (Ricoeur, 1990), as P. Riker puts it. In reality the I-author is
usually intellectually superior to the narrator, however the aim is reached, and the description is
plausible. To illustrate, Marko Vovchok uses this approach to the “I” in texts to create a believable
character of an exhausted peasant woman, worn out by toil and misfortunes.

Other, modern stylistic approaches open up prospects of including any kind of an I-author into
the text in any way possible, while all depends on the author’s wishes, vision, and intentions. For
example, in the story of V. Shevchuk it is an “educated” cat that takes over the narrator's functions
are by a "scientist" cat, and in his endless internal monologue includes all kinds of "intellectual"
reasoning: Yepes e 60Ait0 animamuuo cede 30y0xysamu, 6i04y6arouu npu 1boOMy HenpoCmuil NCUXIHHUL
Cmam: 20Cmputi pyx Kpoei y miAi i me, W0 HASUGAIOMb AHAAIO3IEN0, MOOMO CUADHUM YnepedreHHIM.
[Because of this, I prefer to rouse myself animatically, while still being in a difficult mental state: feeling the
rash movement of blood in the body and the so-called predisposition, a strong bias.] This "wise” cat is quite
skeptical about people’s lifestyle and behaviour: <...> 60Hu, A10duU, cmpamerHo KymeoHi i He 3a6:K0U € 3m020
ix 30aznymu; <..> 60HU, AtOOU, YOMYCb EALMU 00MeXeHT NPU OUIHIT HAUWUX 2ACPOHOMIMHUX 6UMOZ MA
cmaxis (B. Illesuyx. «Maxrenvke gewipte sikonue»). // [<..> they, people, are terribly funny and it is not
always possible to figure them out; <..> they, people, are for some reason quite limited in assessing our
gastronomic requirements and tastes (V. Shevchuk. "A small evening window")]. The cat follows the
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love story of his mistress, he is feels involved in the turmoil of her emotions; eventually his intents
find their ways into the reader’s perception.

If we consider the image of an author in the novel by O. Zabuzhko, we may see that while it is
overflowing with the seemingly high registers of frankness, self-analysis, and sincerity, up to the
revelation of the intimate life details, and the "evisceration" of the inner self, this discourse still
should be perceived as an artistic game, with a flavor of female coquetting, hyperbolisation, and
imitation of female exaltation. “Masked” as a character, the author turns into an author-agent, yet
there is still a certain boundary between her and the reader. Compare: <...> spocmaii, npeuydosuii
céime, om, 6AACHe, 1 6Ce, WO S XOMIAA CKA3AMU, 0AKY10 34 Y6azy, Aedi Ui 0XKeHMAbMeHU, NPUEMHOZ0 6AM
noavomy (O. 3abysxko. «IToavosi docaidxeriHs 3 ykpaircokozo cexcy») /1 [<..>; cf.: grow, oh the wonderful
world, that is, actually, all I have wanted to say, thank you for your attention, ladies and gentlemen, have a
pleasant flight (O. Zabuzhko. "Field Studies on Ukrainian Sex")] , where the “I” acts as a witness to
the events.

The position of the I-author that combines the features of a real narrator, a character or a
witness, or even several people in one literary entity remains rather blurred, not outlined in textual
implementations. There are also situations in which the main functions of the I-author as a real text
character is to discreetly join the world of artistic reality and become the narrator, or at least a
hidden participant in events. The main purpose of such an role of the author is to prove the
"authenticity”" of the reported, while there still prevails a noticeable detachment of the narrator
from the unfolding events. On the outside, this position of the narrator seems to be passive, yet,
while its discursive function is presented only as the observational one, its role increases
dramatically due to subjective and evaluative intents of the author.

In the following example, the I-author remains in the position of the witness and observer of
the events that took place in Halychyna (Galicia) in the post-war period, when he recalls his first
childhood memories: I snenauybka npoxunyscs i Hecamosumo possepeujascs. Mama, 3ipsasuiuco Ha
HO2U, KUHYAACS MeHe 3AKOAUCY6AmU, are s He me U0 He 62a6a6 — MOE 60AAHHS, HAKPUBAIOHU MeHe 3
20A06010 HAGIMb He 0e6’AmuM, a 06aHAOUIMUM 6AAOM, AuuLe HAOuparo yurocmi i posnauy. // [I suddenly
woke up and started crying uncontrollably. My mother, startled, rushed to me to put me to sleep, but I did
not calm down — my wailings, overwhelming me not simply like the ninth wave, but the twelfth one, only
increased in volume and despair level.] However, according to the text, this is the means of
reproducing of the chronotope coincidences with the events in the text: Tiei camoi cepntesoi Houi,
koAu bozdar Cmawurcoxuit 3 Irsoro Tloav sucausaru 6 3axionuil bepain, a 3a ixHIMU CHUHAMU NOYAAA
oauckasuuro pocmu Cmina, mei sunosiurocs pieno pik i n’amo micayie (10. Anapyxosnu. «KoxaHri
IOctuii») // [On the same August night, when Bohdan Stashynskyi and Inga Paul sneaked into West
Berlin, and the Wall began to grow with the lightning-fast speed, I turned a year and five months] (Yu.
Andrukhovych. "Lovers of Justice"). The author is a real person and at the same time an outsider
narrating about the events of the past, and these two personas merge into one image of the I-
author narrator.

Literary I-author, embedded in various discursive ways, can stray away from direct
"communication" with the reader; they can become a third-party observer, an indirect medium of
certain character’s position in the events, and that creates grounds for dual interpretation: the
intentions of the real author are hidden, yet they yield deep positives and negatives, as well as
multi-code contexts. For instance, the discourse of "Confession" by V. Shevchuk is based on the
duality of the composition structure: on the one hand, there is a description of the village events
coming into being after the appearance of a strange man there, on the other hand, the text includes
long monologues of the "newcomer", not directly related to the described events; these are
memories of the past, associative parallels, yet it is that they are perceived as the most sincere
confession. The author appears to be mentally hidden in the gap of the subconscious: He iiui06 5 Ha
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cyo, a mirbku Ha cnogidv, 00 xomie ouucmumu Jyuly. Xomis, w00 Xmocb cmMopoHHIl 6UsipUs Miil 0iAb i
6USHAYUG, CKIADKU 1 AKOI 6UHU Mato S cnokymyeamu <..> Ha mumbv Mmeni cmaro 0oAfue, are miei x
XGUAUHU 51 3PO3YMIB, WO MU KOHYUE MAAU 3ilmucs, 00 Mu 6 ubomy ceimi, nanomue, odra dyuwa //[ 1 did not
go to the trial, but only to confess, because I wanted to relieve the soul. I wanted someone to access my
pain and determine how much guilt I have and what to atone for <...> For a moment I felt hurt, but
that very moment I realized that we were meant to meet, because in this world, holy father, we are
the same soul] (therefore the same soul is a generalized unity with others, those who listen,
perceive, experience pain and sadness).

Choosing a certain image of the narrator, often far from the real author, referring to the
particular set of imagination-infused features, the I-author seeks to reproduce the peculiarities of
the linguistic thinking of this quasi-author, adapting to their manner of speech, reflecting the
image of this "character”, who is aesthetically close to the reader’s cultural environment. This
reversed movement, induced by the potential reader’s influence, his way of thinking, literary
tastes and preferences, can be of different scales and incarnations: at times they are unnoticeable,
but for the most part so significant that one clearly sees the narrator hidden behind them. Under
the conditions of high level of representation of the other person, the stylistic I-author does not
disappear: the author's word and the other person's manner of presentation ensure the unity of the
process of style creation.

In this aspect, there take place discursive solutions, the purpose of which is to get closer to the
future categories of readers outlined by the author. Let's say, if the literature’s target audience is
youth, students, or "bohemian" environment, the I-author opts for the image of a person young
readers relate in terms of lifestyle, psychological stereotype, social status, and thus the manner of
communication, vocabulary, and frivolity of speech in particular. For instance, the I-author in the
texts of 1. Karpa, apparently possesses the behavioral characteristics not of a real person but rather
of an artificial image of a narrator: it is an educated girl with high intellectual demands, who
would still speak on various "forbidden" topics, resorting to open vulgarization of speech,
reproduction of pictures of intimate life, etc., in a manner independent of youth social influence.
The musing of the I-author are presented as an internal monologue, which, by its purpose,
allegedly does not imply compliance with the normative word usage, but under these conditions,
the author's image seems dependent on the reader’s needs, therefore, it is built imitating someone
else's image.

For example, the first-person monologue on men serves to represent a rather "morally-liberal"
person; by means of her manner of presentation this "chatty" character appears as an I-author: He
MOXKY Oymu 3 KOOHUM HOA06IKOM. Yci 6u — yousyi céob0du. Yu mo max, s cmaro yousyero c60000u, sk
MIALKU-HO 3ANPUCA2AIOCS KUY PASOM 3 HOA06iKoM. Koxari 1l HeKoXari, CnpaexHi 1 NOMUAKOSI — 610 Ycix
sac npocmo xovemvcs mikamu (1. Kapma. «®poita 6u niaaxas»). // [I cannot be with any man. All of you
are freedom killers. Either way, I become a murderer of freedom as soon as I swear to live with my husband.
Lovers and unloved, real and mistakes — I want to run away from all of you (I. Karpa. "Freud would
cry")]. The stylization of the I-author’s image reveals itself in the very system of literary thinking,
dissimilar to the linguistic manner of the real author.

Literary discourse presents examples of the appearance of the collective “I” features close to
the I-author personal style in manner; it relies on the principles of compliance with the
requirements of a certain literary direction, or school; these kinds of authors usually belong to the
same time period and reflect interests of the same category of readers. While demonstrating traits
of excellent writing, such authors come close to each other relying on the similar means of an
author portrait creation. For instance, it seems justified to characterize together the literary images
of I-authors (female ones) in the contemporary literature. Seeking to provide a common image
reproducing gender trends, the female I-authors resort to reproduction of women's experiences,
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their grievances, protest moods, etc., trying to emphasize the "absurdity" of identifying "male" with
"female" (Hundorova, 2005, p. 220).

For example, the discourse analysis of contemporary writers” works has revealed a tendency to
address the issues of a woman's loneliness, lack of male attention to her experiences and feelings,
family troubles, lack of family understanding, etc. Let’s compare ways female I-authors experience
their fears of isolation and loneliness, refer to their insecurities, etc.: — Meni camomnvo. Tyno
camomuvo (I. Kapma. «I[lepaamyTrpose nopHo», migsaroaosok Cynepmapker camotHOCTI)//[ — I am
lonely. I am bloody lonely (I. Karpa. "Mother-of-pearl porn", subtitle Supermarket of Solitude)]; // -
3naeme, uo cmpawinime 3a nopameriozo muzpa? Camomus xinka! (I. Posaobyapko. «EckopT y cMepTh»)
[ — Do you know what is scarier than a wounded tiger? A lonely woman! (I. Rozdobydko. "Escort to
Death")]; ‘I npuixara ctodu, uo6 emexmu 6i0 6udumoi camomnocmi y camomuicmo abcorromny (T.
Maaspuyk. «3ropu Buns») // [ — I came here to escape from visible loneliness into absolute loneliness (T.
Maliarchuk). “From top to bottom”)] (Kononenko, 2021, pp. 241-242). They all revolve around
similar motives, enhanced by sincerity and raw emotions of manner, heightened feelings, often
prompting to evoke sympathy for themselves: Yce nabpudro. Bid ycvozo nydumo. I max, ujo Aezuie
HA36aMb e, 610 4020 GI0UY6AEUL XOU AKULCL KOAIp, HiX neperivumu écaky eudomy (I. Poszaobyapko.
«OgHnoro pasy...») // [<..> I'm sick and tired of it. Everything makes me feel bad. In a way, it is easier to
name what makes you feel at least some color, than to list all the nastiness (I. Rozdobydko. Once)].

Choosing a certain image of a narrator, frequently the one dissimilar to the real author, relying
on the fictional storyteller, the I-author seeks to adopt the peculiarities of the linguistic thinking of
the character, to adapt to their manner of speech by means of stylization (Koptilov, 1972). The I-
author’s desire to imitate somebody’s image is expressed with a different degree of detachment
from the image of the real author; however, it neither involves the linguistic "dissolution" of the
real author in his creation, nor leads to the destruction of the fictional character: at the deep level,
stylization makes it possible not only to create the historical background, but also to single out the
psycho-type of the I-author bearer.

At the same time, there come to the forefront the prospects of character’s presentation by
means of the stylized I-author; the real author may use the character as an embodiment of negative
behavioral stereotypes, make him of another gender, age, social status, recreate his image in the
form of a historical figure, or mythologeme, etc. From the standpoint of the need to achieve literary
expressiveness, pictorial and expressive functioning of textual units, such transformations,
reincarnations, and recreations of the real author belong to the traditional system of style creation.

Let's consider some examples. The discursive decision of In the novel "I (Romance)" by
M.Khvyliovy the image of the frenzied "communist enforcer" is created by means of reproduction
of his self-characteristics, told from the first person. In his musings, this “I” falls back to his doubts
and worries, uses fake childhood memories. Stylization mimicking regret, guilt and compassion in
the soul of the murderer sounds like a verdict full of hatred and contempt on the part of the real
author: Axe 4 1idy i idy, a oduroxa nocmamo Moei mamepi éce mam xe. Bona cmoimv, seisuiu pyxu i
3AXKYpHO Jusumbvbcs Ha MeHe <..> S depxy 6 pyui masepa, are mMosl pyka cAabie, i S 0m-om 3anAawy
OpIOHEHOKUMU CADO3AMU, SK Y Oumuncmei Ha menaux pyosx. // [But I go and go, and the lonely figure of
my mother is still there. She is standing with her hands raised up and mournfully stares at me <..> I'm
holding a mauser pistol in my hand, but my hand is weakening, and 1'm going to burst in tiny tears like
when I was a kid against the warm bosom]. At the subconscious level this personal crime evokes the
signs of self-discovery, a universal tragedy, which is even more terrifying as it is presented as a
confession; compare the last lines of the text: £l synuruscs ceped mepmeozo cmeny. // [1 stopped in the
midst of a dead steppe].

While creating the image of the author-character — a monastic novice, the I-author resorts to
stylized self-characteristics telling the story “personally”: fI, nedocmoiinuii Cemen, npouumasuiu
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[oaixkapnosuti namepux, nucanutl 3a0Asl HACMABAEHHS MAUOYMHIX NOKOAIHD, 3a0ymascs 0y HeeUMIPHO
(B. IleBuyk. «Ha mmoai cmupennomy») // [Having read the Polycarp’s patericon, written to educate future
generations, I, unworthy Semen, started thinking a lot (V. Shevchuk. "On a humble field")]. This kind of
exposition has provided the possibility of using the clerical speech by the I-character,
distinguished not so much by the Christian vocabulary but balanced rhythm and melody, manner
of an ancient story: 3peuimoto nobauus kerilinuka, wo npodizae 1063 mere, NOKAUKAS 11020 POSMAOEHUM
20A0COM, a 610maK nocaas 0o cmapys cnosicmumu, wo Muxaiiana Torvbexosuua maxu cnpasdi 6 KeAil Hema
(B. IlleBuyk. «Ha moai cMmupennomy»). // [Finally, I saw a monk rushing past me, I called out for him
leisurely, and then sent him to the elder to notify that Mykhaiol Tolbekovych indeed was not in the monastic
cell (V. Shevchuk. "On a humble field")].

The I-author manner is widely used as a means of historical events reproduction through the
eyes of the main character, usually a well-known figure of his time. Under such circumstances the
stylized manner of the story presented by the author-character is aimed less at the description of
the historical events, but at the psychological type of the narrator, thus limiting the real author’s
involvement to the coded comments and hidden subjective assessment. For example, the title of
the novel by P. Zagrebelny "I, Bohdan" holds the idea of self-characterization that results in the
image of the stylized narrator who shares views, thoughts, and opinion of the outstanding
personality.

The lyrical hero of poetic discourse is usually seen as a functionally expressive real author,
however this I-image is multidimensional, heterogeneous, often marked by the author's choice of
certain portrayal features. The I-author of the poetic text may seem to be a lyrically attuned person,
or a cold narrator of tragic events, or a "witness" of the distant past, etc. The image of the I-poet
becomes a reader’s "friend", at times he is not far from fully understandable poetic-minded
thinker. At the same time, this kind of discourse provides the I-author with additional linguopoetic
reserves capable of revealing the soul of the lyrical self, their sincerity, frankness, similarity to the
reader's heart:

Mos arobose! 5 neped moboro,
bepu metie 6 c60i OAaXeHHI CHU
(1. Kocmenio)

[My love! I'm in front of you,

Take me into your blissful dreams.]

(L. Kostenko)

Creators of free verses have quite a peculiar poetic position, marked by the tendency to hide
things, encode the meaning of their musings, and reproduce abstract thinking and language.
Under these conditions the I-author image loses features of personification, a poet seems to be
some kind of abstraction; his fictional features are strongly aggravated. The I-author appears as a
bearer of ideas which require interpretations not always clear to the reader; however, this inner
"arrogance" is not always recognized even at the deep level (Kononenko, 2018, p. 62 et seq.). The
author's “I” is not so much a character, but a personality detached from the text, that becomes a
voice expressing literary information.

For instance, in the poem of V. Tsybulko "Shadow is unalienable" the I-author is the one telling
the story, and we know only the fact he is disturbed by the betrayal of some woman ((moii xmo
KUMYS 11, Auniug 11t mini mozo, K020 60na kunyaa // [the one who abandoned her, left her to the shadow of the
one she had abandoned]):

COAL CiAY 3ACI6AE MIli NAAY

Miti kKam Oe3imerHuil 1 MeHi 0apyeas 0esimeHHICb

HA NOKAUK UY6aK 6102yKY10ct 1 paouti

NAAL0 6 Y61 Aucmu

6UKOHYI0 HUGKY Desnam’smcmea
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[the sower of salt sows my crying.

my torturer is nameless and has made me nameless

when I hear, dude, I respond gladly

burning letters in imagination

i create a lane of unconsciousness]

(who is this nameless xam, who is uysax, why s became GOesimentum, whose noxaux the I-author
responds, why Aucmu are burned in the imagination, and how the feeling of Oesnam’amcmea is
achieved — these questions make the reader think outside the text, looking for intended
interpretation) (Kononenko, 2018, p. 65).

The clarity of the author's position is complicated if within one discourse there are lines of the
author and another narrator in a third person; the stylistic structure of such texts often relies on the
lack of definite delineating "one's own" and "someone else's" words. There are different ways to
incorporate the I-author image into the third-person text: it might be a detailed narrative of a
character, a digression, an internal monologue, a diary entry, an author's commentary, etc.
Depending on the general structure of the story, singled out in such way representation of the I-
author position can acquire a form of a relatively self-sufficient fragment.

One can find examples of extensive monologues of characters in dramatic plays, in particular,
if these fragments become important for the plot and act as a driving force in the unfolding events.
For instance, let’s consider the monologue of Melanka in the drama of I. Kocherha, the monologue
concerning her actions — carrying fire while overcoming obstacles, passing steep slopes etc.:

O smuayiica! Sxkou mu mirvku 31as,
Ae s 0yaa. SIxy mepnira myxy...
Koau 3 20pu tecaa oueii Aixmap.
O, nodusuco... 6 0azui, 6 Kposi 6ci pyxu i m. 0.
(I. Kouepza. «Csivuute 6ecirrsi»)

[Oh, have mercy! If only you knew,
Where I was. What agony I have endured...
When I carried this lantern from the mountain.
Oh, look... all muddy, with bloodied hands] etc.
(1. Kocherha. " Svichka’s Wedding”)

(internal functional and semantic connection with the previous following text is revealed by
the imperatives smuayiics, nodusucv, they serve as cohesive means of reproducing general
discourse).

There is peculiar expression of the I-author position in the abstract from O. Dovzhenko's diary,
which, on the one hand, contains an objective story about the state of Ukraine in the fire, yet, on
the other hand, shows how badly is the author affected by the sight of ruin and devastation of his
native land: Ykpaina nopyiirosana, sax ni oona xpaina 6 céimi. Ilopyiirosani it nozpadosari éci micma. Y
HAC Hema Mi WKIA, Hi iHcmumymis, Hi myseis, Hi 0i0Aiomex <..> [/ [Ukraine is ruined like no country in
the world. All cities are destroyed and robbed. We have no schools, no institutes, no museums, no libraries
<.> ]. Then there is a place for the I-author to offer his insight to the subjective-evaluative
description: I xoAu 4 uyto obsunysauers «Yipaina 6 0z1i» 6 HAYIOHANIIMI, AK XKe 2ipKo, AK MOCKHO MeHi
pobumvocs na dyuii. [/ [And when I am accused of nationalism for writing "Ukraine in the fire”, my soul is
deeply saddened and mournful.]

It is worth mentioning that the core features of the author’s text are seriously dependent on the
target audience, how relatable to author seems, whether they are ready to communicate, listen to
advice, receive support, ask if the reader is satisfied with the I-author’s position. There appears the
problem of clarity of the text, whether the reader is capable of understanding and deciphering its
deep sense, whether the reader can decode subjective-valued intents, and, ultimately, find the way
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to "reinvent" hidden and presupposed (Kononenko, 2014, p. 104 et seq.). Examples of the author's
dialogue with the reader attest to the potential possibilities of making the process more intimate,
they show the narrator's desire not only to meet the reader's requirements, but also his needs. The
I-author gets dependent on the reader; the reader's requests are seen as absolute.

For instance, the story of the I-author in the text by H. Kosynka ends with an appeal to the
reader, who as it seems asks the narrator direct questions: ITumaeme npo Mamsis Kusanuyka?
Posxaxy, are te 3apas, 00 6 Kkumax 3a2y0UAACs M0 Q0AS, 1 MeHI XOUembesl NAAKAMU, M08 Oumuti, aoo
cnigamu, AK Cniearomv cmapi, KoAu 32a0ytomo morodicmv, a A uge xouy cnisamu! (I. Kocnnka. «B
xutax») // [So you are asking about Matvii Kiyanchuk? I will tell you, but not now, because my life has
been lost in rye, and I want to cry like a child, or sing as the elderly sing when they remember youth, and I
still want to sing! (H. Kosynka. "In Rye")] (the I-author's answer to the reader contains self-
characterization and a story of his further fate).. ¥ mpomy mpomecy Bzaemoaii 3 umradem,
He3aleXHO Big JIOro TeKCTOBMX peadisallili, IMOCTalOTh 3acady BHUpIIIeHHsS HpoOaeMu
¢ynkuionysaHHs oOpasy Sl-asropa. To include the reader in the process of "recognition” of the I-
author's position one requires the joint efforts of the I-author and the recipient of his text: encoding
the text in a way, the narrator seeks to gain readers” understanding and support; regardless of the
positive or critical attitude to the author, the recipient of the text tries to "dive into", to comprehend
what the author has written. This process of author-reader interaction, regardless of its textual
implementations, reveals the principles of solving the problem of the I-author image functioning.

3. CONCLUSIONS

The functional role of the I-author is determined by literary-driven factors that go beyond
identification of the narrator only as an agent putting on "masks" of different people and who is
able to present the linguistic picture of the world in their way. Depending on the tasks connected
with the presentation of the I-author as a participant in the text formation, his semantic purpose
changes, his role in the text structure either strengthens or weakens; the author is either actively
included in the events, or remains on the sidelines of the story. The process of introducing the I-
author image into the discursive message is dependent on the I-position of the real author, his
desire to become of the characters, and on the function of the main character, at times.

By commenting on literary discourse the author aims to achieve the effect of plausibility,
focusing on the expression of subjective and evaluative intents. Changes in the stylistic function of
the I-author are caused by the desire to identify themselves as a positive or negative character of
the story, one the decision to choose a relatable or non-relatable image in the literary realm, on the
phantasmagorical way of describing reality etc. The variability of this image embodiment relies on
the discursive possibilities of it being included into a certain prose, poetic, or dramatic context,
based on the description of contemporary or historical events. There arises the problem of
stylization, imitation of someone else's speech, which stands in the way of including the I-author
into the text as an active character or witness; however, this does not lead to the loss of deep
connection with the reader.
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Kononenko Birtaaini. ®PynkiioHyBaHHaA o0Opasdy Sl-aBTopa B CTPYKTypi XYAOXKHBOTO AMCKypcy. Kyprar
IIpuxapnamcvoxozo ynisepcumemy imeni Bacurs Cmedanuxa, 9 (2) (2022), 25-34.

Y crarTi posrasHyTo 3acagu GyHKIIOHYBaHH: 00pasy Sl-aBTopa sIK ckAagHuKa GOPMYBaHH: XyAO0XKHBOIO
auckypcy. Ilosniiis aBTopa XyA0KHBOTO TBOPY B OHTOAOTIYHOMY CeHCi CIIMpPAa€ThCs Ha BYEHH: 11040 HBOTO
SIK y3araAbHEHOTO HOCisl HalliOHaAbHOI KyAbTYPU II€BHOIO IIepiogy, IOCTaTh sIKOIO MOXe BTpPaTUTU PUCU
repcoHigikariii, IepeTBOPIOETHCSI B iHTEpIIpeTaTOpa y3BMYa€HMX 3HaHb. BogHOYAC IMO3MITIIOBaHHS ITOCTaTi
KOHKpPETHOTO aBTOpa Ha BiATBOpIOBada XyJ40>XHBOTO MMCAEHHSI CIMpPAEThCsl Ha Teopil KOMYHiKaTMBHOL
Ais1ABPHOCTI, HApaTOAOTil, AIHIBOIIOETVKM, CTUAECTBOPEHHSI, IICUXOAIHIBICTUKY TOIIIO.

Ob6pas fl-aBTOpa mOCTa€ SK CTPYKTypOBaHa B TEKCTi «MacKa», HOCIl Xy405KHBO OCMUCAEHOI SI-Tmo3nmii,
cy0’e€KTMBOBaHMX iHTEHIIi}, IIi4 MOCTATTIO SIKOTO BIMCTYIIA€, 3 OAHOTO OOKYy, izeaizoBaHMIT aBTOp y Pi3HMX
peaaisamisx, 3 Apyroro, HabOAVDKeHMII AO peaAbHOIO OIIOBiJad 4N IIPUXOBaHMIT y Till 4M Till 1moao00i
IepcoHa’X, 30KpeMa <paHTacMmaropiriHa ¢irypa. 3a Oyab-AKuX XyAOXKHIX yTizeHb Ile 0Opa3 YMOBHUIL,
TpaHcpOpMOBaHMUIA, TTOAIA€HUI pucaMU Pi3HMX AiI0ounx ocib — areHra, epcoHaka, CBigKa, AipMYHOTO Ieposl,
IepeBTiAIOBaHNUX B IIpOlleci BUKAaAy B Pi3Hi ITO3WTMBHI, HeTaTUBHI, (paHTacMaropiiHi rocrati. ITosumisa 5-
aBTOpa SIK yJacHHMKa IIpOllecy TeKCTOTBOpPeHH: HaOyBa€ pi3HMX PpopMalbHIX O3HAK, O4HaK HaBiTh 3a YMOB
JI0TO ITparHeHHsI 30BHI CXOBATHUCS Bid POAi aKTMBHOIO Aisiua, Take (PyHKIIiIHE HaBaHTa’KeHHsI 3aAUIIAETHCS
MIOMiTHUM IpUHaNMHi Ha piBHi IAMOMHHOTO CMICAY, iACBiA0MOIO pO3yMiHH:.

3MmiHM B ctuaerBipHin QyHKII S-aBTOpa 3yMOB/€HI JIOT0 IIparHeHHAM igeHTH¢iKyBaTu ce0e sIK repost
OIIOBiAi, OOpaHMM HMM Ti€l UM Ti€l MipM 4a1€KOro Bij XyA0>XKHbBOI AiICHOCTI IMOCTaTi, yMOBaMM BiATBOPEHH:
S-mosunii, cy0’ eKTUMBHO-OLIHHUX iHTeHNii. BapiaTtmBHicTh yTizeHHA wnBOro obOpa3dy IIOB's3aHa 3
AVICKYPCUBHUMM ~ MOXKAMBOCTAMM  JIOTO BKAIOYEHHS B TOM YM TOM IIPO30BUI, ITOGTUYHUII UM
ApaMaTypriiiHuil KOHTEKCT, IO I'PYHTYE€ThCA Ha BiATBOPEHHI Cy4acHMX 4M iCTOPMYHMX IIOAiN, Oa’kaHHi
300pasutn cebe AK OAM3BKOTO UM AaA€KOTO Big uMTada Aisfda, CTaTM TaKUM «iIK iHII» 94U MiAHATHCA Haj
KyABTYPHUM, OCBiTHIM, colliaAbHUM piBHeM unTada. OmiocepeaKOBaHMUIA BILAMB YUTAIIbKOI ayAUTOpii, Ha AKY
po3paxoBye Sl-aBTOp, ITO3HAYa€THCA SIK y Oe3rocepeAHbOMY «CIIAKYyBaHHI» 3 OJep>KyBaueM XyJ40>KHBOI
indopmarnii, Tak i Ha piBHI IparHeHHsA A0 B3a€MOPO3YMiHH:, 3 ypaXyBaHHSM CIIABHUX HaIliBBigOMIIX
HaCTpPOIB i Hepe>K1BaHb, 3pellTO0, Ha PiBHI BiATBOPEeHH:I CIIiAbHOI MOBHOI KapTUHU CBiTy.

Kaiouosi caosa: fI-asTop, AMCKypC, TeKcT, 00pas, aBTOPChKi iHTeHIIii, OITOBigay, IepcoHaK, YuTad.



