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SEMANTICS OF SUBTEXT: MODERNIST DIMENSION

VITALII KONONENKO, OLEKSII VOROBETS

Abstract. Modernist literary discourse structuring determines the interpretations of the "new style"
— a system of means employed to refresh the manner of writing, focused on the inclusion of
cognitively reformed semantic components into the idiolect paradigm. Subjective author's
intentions aimed at text intellectualization, usually in the form of puns and linguistic games,
subtextual shifts, innovative destructions, that are included in the context, become a part of a
coding system, encryption of the said text, ambivalent meaning in the Author-Text-Reader system.
The aspect of the text potential aimed at distinguishing its meaning is a component of deciphering
and understanding of literary discourse as a linguistic and aesthetic sign.

Linguistic and stylistic means of encoding and encryption of meaning in the text creation
system call for understanding of general characteristics of a potential reader as a participant in the
text creation process. The sense-creating function is relevant to the idea of an author as a collective
image that recreates a picture of the world, regardless of the language of an abstract individual.
Under these circumstances, the subtext code appears to be a source of deep semantics at the level
of subconscious thinking. This makes subtext functionality a cognitive level category, a
phenomenon of semantic universalism. The subtext is seen as an obligatory component of a literary
idiolect, a phenomenon of vertical coding, a product of an author as a bearer of subjective
intentions, that becomes a collective homogeneous character.

Keywords: text, semantics, subtext, discourse, literary idiolect, linguistic thinking, function, author,
reader.

1. INTRODUCTION

Formation of the semantic structure of modernist literary discourse relies on a search for a new style
of writing, rejection of the outdated principles of text and image creation, along with an inclusion of
increasingly effective expressions in the artistic idiolect. The paradigm change takes place along with
textual transposition, changes and shifts, syntactic deformations within the framework of particular
expressions, fragments, and integral linguistic and aesthetic formations, all of which provides basis for
an outline of the refreshed and updated literaty paradigm (see: Yermolenko, 2009; Kononenko, 2018;
Kononenko 2021; Taranenko, 2015; Vorobets, 2022). Transformational processes in the literary forms
structuring closely interact with the sphere of integral contextual decisions and result in communicative
coding changes and well literaty meaning encoding changes (Batsevych, 2009, p.7). Being verbalised
literary subtext reduces roles of both an author and a reader to the level of components of subjective

intentions.
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The process of clarification of the ways and methods of decoding the "hidden" meaning involves
usage of certain semantic mechanisms within the discourse analysis of the pretext and posttext while
qualifying ambivalent characteristicts of the speech process as a system of "guessing", destructuration,
and inclusion of elements of subconscious thinking. The semantics of subtext as an internal meaning,
changed by the addressee-reader revels itself through the categories of author's intentions and subjective
intent, implicated into the text. Despite the pre-programmed orientation to recipients and their
preception, in the intersubjective interaction of the author and the reader there might occur
"discrepancies” in the understanding of the subtext, ambiguous interpretations of what is said at the
level of inner-sense dialogue. On the one hand, the chance of various interpretations of the read material
sends a warning message to the reader stopping him from going too far, yet, on the other hand, this
ambiguity might be programmed.

Numerous attempts to destruct texts semantic depth by encoding it at the level of subtext result in a
necessity to introduce a category of "new style" (Kononenko, 2021, p. 5). According to N. Kondratenko,
"artistic writing of modern writers is characterised by a tendency to employ linguistic experiments and a
focus on an active role of an addressee whom a reader is" (Kondratenko, 2012, p. 276). Modernist authors
achieve different goals by means of reproducing "hidden" meanings: they manage to renew the artistic
and cognitive paradigm, to go beyond classical examples of the idiolect, to intrigue, and to attract
attention with an unusual semantic and formal organization, as well as to create the impression of
utmost importance of the cognitive non-standardization of artistic thinking, and to benefit from

subconscious ideas of readers (Vorobets, 2022, p. 132).

2. ANALYSIS AND DISCUSSION

Hoping for an uncommon "elite" reader, representatives of modernist trends in writing resort to
coded messages and hidden meanings as they see their way of writing as a feature of an intellectual
writing, a kind of preprogrammed language game. As a result, readers’ minds might have difficulties
understanding implied meanings of inadequate perception of the described. One can see a conscious
effort on the part of authors writing in a “new style” manner to obscure and hide the meaning of the tex
by means of making subtextual interpretations unclear. This way of text presentation ensures certain
"mystification" of the meaning, opens up the possibility of non-standard reflection. Conscious alluding
to historical events, figures of the past, other people's statements, and literary reminiscences, etc. in
literary texts without providing a commentary of a hint at their source creates a subtext of
understatement, code, and intrigue. The meaning of a reference system like that is hidden, for example,
in the author's allusions to the names of famous people in an ironically ridiculous tone: Moxna 6yAo0
NpoCcmo SUMOBASMU 620A0C Ui iMeHA, Ui NOHAMMS, Ui HA36U — 0e3YyMO6HO, 6 MAKUL CHOCIO UIAKOM pPearbHo
docsizmu wipearu, uu 0odait npocsimaerns <...> (You could just say out loud these names, these concepts, these
names — of course, in this way it is quite possible to achieve nirvana, or at least enlightenment ) <..> (Yu.
Andrukhovych. "Perversion").

One of the noticeable phenomena of modernist attempts at under-expression and silence is the
refering to other people's texts that might be unfamiliar to a common person. If the statement goes:
Marenvkuir Jon 2XKyan max i ne smiz nepemsopumucs na Jona Xyana (Little Don Juan [pronounced Zhuan]
was never able to become Don Juan [pronounced Huan]) (I. Karpa. "50 minutes of weed"), then only an

educated reader knows that it refers to two different literary characters in the works of various writers.
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Let's consider the dialogue showcasing linguistic game of the "intellectuals": Jo peui, y mebe € Opoiid? —
[opuiica 6 wagi. deco mas oymu. Are nasiuo mobdi Dpoiid — sapas ue 6xe re modro. Bisomu Hiyue. Le
Medgicmogerv 3a naeuuma Arodcmea (By the way, do you have Freud? — Look in a bookcase. It should be
somewhere. Yet, what do you need Freud for —it is no longer in trend. Take Nietzsche. He is Mephistopheles
peeking from behind the shoulders of mankind) (I. Rozdobudko. "Escort to death"). The subtextual
connotations of the fragment are not aimed at interpretation of what is in trend or is not in trend in a
cultural environment, but in a hidden resentment to arrogance (for the mass reader, information about
Freud, Nietzsche, as well as the mention of Mephistopheles may remain "behind the curtains").

Let's consider another example. The choice of names of characters in modern texts results from the
classical tradition continuation of using "expressive names", and when combined with the authors’
ingenuity in creating subtextual situations it becomes aesthetically justified. The reasoning behind such
names is not always clear enough, but their cognitive meaning is not lost. For instance: Ha nepednvomy
NASHI CUOUMD MOBUASHUTLL T AX HIOU 3aKam sSHiAuLl do0podiil Y ACHO-KABOGIl MUCAUGCLKILL Kakemi <...> PoOAto
6idpasy npunyuwenns, wo mo i € nan Ileppeyvruil, penpesenmanm Yxpainu, aK020 npudymms 6ci mym 3
Hemepninnam euzasidaemo (On the forefront there sits a silent and simingly stoical gentleman in a hunting jacket
of a coffee colour <..> Immediately I assume that this is Mr. Perfetsky, a representative of Ukraine, whose arrival
we are all looking forward to) (Yu. Andrukhovych. "Perversion") (the bizarre surname Perfetsky becomes a
component of further implications). In the prose of V. Shevchuk, for example, one finds characters
named according to their characteristics — ymikau (fugitive), xapaxmepnuix (witcher), acmporom
(astronomer), nepexoxuii (passer-by) etc., however, their functional significance goes beyond its original
purpose and it is outlined step by step, along with the events unfolding. The subtext of such names
reveals through a phantasmagoric presentation. For instance, the image of the nepesisrux (ferryman)
strikes in his likeness to the mythical Charon, who would transport the dead across the river Lethe: —
Mycuur ymepmu i mu, Xapote, — npopix, nuAvHo dueAsuuco Ha nepesiziuxa (“You must also die, Charon,” — he
uttered, looking intently at the ferryman) (the author's intentions include elements of the game).

The semantic subtext reveals its ambivalent features in the system of masks-images, in the processes
of preprogrammed carnivalization of the story; we are talking, in particular, about the phantasmagoric
description of figures in the form of animals, reptiles, fish, insects, monsters, etc. The presence of "real"
characters in the fictional reality (game) opens up prospects for unusual collisions, fantastic events,
which, in turn, complicates internal semantics and encodes meanings. Characters-masks have signs of
both a fictional prototype and an acting character at the same time, and, therefore, they acquire features
of preprogrammed doubles. For example, the character of V. Drozd's novel "Werewolf (lone wolf)"
shares features of both a wolf and a man; in the novel of I. Rozdobudko “Escort to Death” the female
character reveals herself as the Vixen, and her textual separation from the animal becomes only
conditional: Opecm noseptiyscs do cmoauxa, i Aucuys noxaara m’axy ranky tiomy na naede. (Orest returned to
the table, and Vixen put her soft paw on his shoulder.).

It is noteworthy that in V. Shevchuk’s mask images like npossa (apparition), crnosuda (sleepwalker),
Yopruir vorosik (Black Man), etc. become embodiments of the idea of universal horror, death, and
suffering; their actions are irrational; and the context only enhances the functions of terror. Changes and
shift the beast-characters undergo do not change their cognitive nature; the abundance of shifts and
changes, as well as werewolves in the texts call for the connotations of overcoming horror as element of
subtextual creation of meaning. Let's compare: IIpossa cmisracs. Cmisracs Opudkum, SKpumum AYyckor
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mirom 1 0uAa 00 nidrozy Auckyuum xeocmom <...> I 6uxio e, ax020 daxaeur. Bin 36emocsa npocmo i 3po3ymiao.
Bin seemvcs — C-m-e-p-m-v! (The apparition was laughing. It was laughing with its ugly, scaly body and its
glossy tail was hitting the floor <...> And there is the way out you want. Its name is simple and clear. Its name is
D-e-a-t-h!) (V. Shevchuk. The Last Day)

Subtextual reminiscences focused on the author's intentions contribute to the achievement of the
relevant meaning created by verbalized units. On the way to understanding them there might occur
polysemical interpretations of the given information in the minds of recipients, even among the "elite"
part of readers. Nowadays modernist subtext not only does not exclude, but calls for possibilities of
different ways of intentional interpretations created by a reader.

The abundance of "stylictic figures of mystery" in the text, a big amount of hints that require
"guessing" contributes to the creation of different forms of metaphorization, cognitive polysemy, and
writer’s innovation. Let’s consider: Cmoimv i dusumuvca na cebe. / Kpisv cebe. / Kpisv cebe — ta metne. / Kpiso
MeHe — Kyduco 0arex0-0arexo, Kyou He moxHa ditmu Hozamu. | A Auuie max: no Kamamy MicsSuHoz0 C6imAa
([he] Stands and looks at himself. / Through himself. / Through himself — and at me. / Through me — at something
faraway, so far that you cannot get there on your feet. / But only by a rope of moonlight) (I. Rozdobudko
"Once..."), where semantic structuring appears to be an expressive means with a metaphor of its pinnacle
by a rope of moonlight.

To illustrate the point let’s consider the following example: xpucmusmcoxy Kpos npoirsut / saxu
karury nionsau (Christian blood is shed/ until the red guelder rose is raised) (I. Kalynets), the subtextual
meaning of the phrase reveals itself through the correlation with the words of the song A wmu myro
uepeoHy Karumy nidiiimemo, / a mu nawy caasry Yxpairy possecerumo (And we will raise the red guelder rose,
and we will cheer up our glorious Ukraine). Any text encoded with the future contextual reasoning in mind
calls for various semantic interpretations, even under conditions of possible ambiguous interpretation.
Let’s compare: Tu uyew — 6 kimuami 2060psAmbv / are mu 3HAeuL — mam HiKozo Hema / mi w0 6 KIMHAMI
2060pAmb / 3natomo max mpeda AK 3Haombv i mi / wo ix 6 Kimuami Hema / i mu 3Haew — max mpeoa / i uyeur o
6 KimHami 2060psimbv / 1 3Haeus w0 mam Hikozo ve mpeba (You hear — talking in the room / but you know — there is
no one there/ those who are talking in the room / know that that’s how it should be done as well as those / that are
not in the room/ and you know — that’s how it should be done / and you hear talking in the room / and you know
that there’s no need for someone there) (V. Tsybulko) (what does not happen is depicted as an action; no one is
there is depicted as a hidden presence).

The hidden meaning comes to the forefront through the qualification of the functions of certain
words-concepts in their metaphorical contexts. In the speech situations like that the fragment boundaries
helping to decipher the "secret' message of a linguistic-aesthetic sign expand, they cover larger
fragments, and sometimes even the whole encoded discourse. Such figurative elements get understood
at the deep semantics level, by means of intentional comprehension on the part of the reader, while his
awareness of the cognitive component of such images-words can seem ambivalent and somehow
subjectively interpreted.

When a concept-word of metaphorical depth becomes a part of the text it serves as an explication in
the meaning of the cyphered internal polycode, which in its turn correlates with the programmed
context through the subjective comprehension of a reader. This kind of literary image-creation makes it
possible to present conceptual solutions, in particular, forms of destructive decoding. For example, in the

the phantasmagoric work of V. Shevchuk one finds an image of a red fox that makes it through the text; it
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doesn’t take part in the unfolding events as a character but its appearance creates a coded meassage of
anxiety, danger, and fear: Jucuus 6xe 306cim 0AU3bK0, Maiixke doxodumvb 00 CmMapozo, 6xe HAGIMb 3616 6Gil
Y2opy naytove Aule, aX panmmom Po3AYHIOEMbCS CYXUil Mpick — AUCUUS CHAAAXYE 6UCOKUM 1 PIGHUM 602HEM
(The fox is pretty close, it is almost near the old man, he has even lifted up a ratty face, when suddenly there sounds
a dry crack — the fox flares up with a high and even flame) (synonymous phrases like red flame, red colour
strengthen the connotations of threat and horrors that are described in general context) (see: Pavlyshyn,
1977).

O. Zabuzhko author’s monologue includes a repetitive address aedi i dxenmavmeru (ladies and
gentlemen). On one hand, at least at first glance, it serves to attract a wider range of participants to the
conversation, on the other hand, however, it is a self-ironic expression emphasising a mocking style of
the discourse. For instance: /1edi it d>keHmavmeru, MeHi MPoXU MYAbKO 3ALINAMU U10 meMY, — POSYMIEMbCs,
60HA HAJAEMbCA padule OAl NPonosidi, HiXK OAS COAIOH020 HAYK06020 sucmyny <...>; Jedi il 0xeHmMAbMeHU, 6 Uil
Kpairi, Kompa 6i0 nouamxy OYAa A0OCobKum meopusom <..>; Jaiime Meni MiKpopoHa, i A cKaxy: Aedi i
OXKeHMAbMEHU, MU cmeopuru npeuydosuti céim <..> (Ladies and gentlemen, I feel hesitant addressing this topic, —
it seems it is better suited for a sermon than for a serious scientific speech <..>; Ladies and gentlemen, in this
country that has always been a human creation <...>; Give me the microphone and I will say: ladies and gentlemen,
we have created a wonderful world <...>) ("Field Research on the Ukrainian Sex") (the author sees herself as
an embodiment of the representative artificial philosophicality of the reported).

It is worth mentioning that recent modernist texts provide examples of figurative symbolization
rethinking as a manifestation of the internal subtext action; symbolic words as a means of expressing
polysemantic semantic connotations make it possible to reveal the hidden symbolic meanings in the
framework of an unusual associative basis (see: Kondratenko, 2021; Vorobets, 2022). Both lack or absence of
stereotypical symbols such as so3yas, pyuinux, monors etc. (cuckoo, embroidered cloth, poplar, etc.). give
room to the development of the ambivalence of the author's newly created symbolic meanings. Such
changes call for a new reader's interpretation; at the same time, creation of a new symbolic picture serves
as a tool for a new-style manner of writing.

For instance, in the text of I. Rozdobudko "Escort to Death" there appears a coded symbolic message
in a form of a symbol-image of nodyuieuxa (a cushion). It has a layered hidden meaning that finds its
beginning in the description of everyday routine: Bora [/ana] posnpasura Ha KoAiHAX cKAAOKU c60€T UopHOT
CYKHI 11 NOKAGAA HA HUX CB010 YAIOOAeHY MareHvKy nodyuieuky, sumumy Oicepom. Mozo [Pomanal, sk i
MUHYAOZ0 PA3Y, 3A60POXKUE PYX ii MOHKUX NAADYIE — 60HA HIOU NeCUAd HUMU 0KCAMUumosy nosepxtio. (She
[Lana] flatted the folds of her black dress and put on her lap her favorite little cushion, embroidered with beads. He
[Roman], like the previous time, was mesmerised by the movement of her thin fingers — she seemed to caress the
velvet surface). The symbol-word nodyuieuxu (cushion) seems to aquire certain negative connotations:
3asucaa dosza naysa, npomszom Axoi Pomar 3rosy cnocmepieas 3a pyxamu it narvuis, uyo 2Aa0UAU nodyuiedxy.
Yomyco yi pyxu panmom 3oarucs iomy rwenpucmotinumu (There was a long pause, and Roman was watching her
fingers again, the fingers were stroking the cushion. Somehow those movements seemed inappropriate to him <...>).
The hidden purpose of the cushion discloses itself in the following metaphorical reading: Poman
MAUUHAADHO NOMAZHYSE «OAUCKABKY» <..> HA 11 KOAIHA, Nnpocmo neped 11020 00AUNUAM, AK KAYOOK 3Mill,
6UMN063A0 nepeniemetie KAou4s 0irs16020 ma pyoysamozo éoroccs (Roman absent-mindedly pulled a “zipper” <..>
on her lap, just before him, like a tangle of snakes, there fell tousled strands of blond and reddish hair) (the cushion
contained the hair of the murdered men as an embodiment of the subtextual idea of revenge, hatred, and
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despair). One can remember a double symbol poxesuii Mepcedec — cmimnux (pink Mersedes — is a trash can)
from the novel of I.Karpa that serves as an embodiment of subtextual exposing of internal ugliness
hidden by external beauty.

Differences in the interpretation of semantic discrepancies depend on individualized intentions, as
they can be interpreted by readers in their cognitive accessibility. Reproduced in different parts of the
text situations find a common line of plot development or connotative components, becoming a literary
tool of "cementing" the text. When one of the fragments receives the function of a semantically complete
unit it also gets a status of a pretext regarding a second fragment as a subtext. For example, the story of
O. Zabuzhko about the conflict of two sisters which resulted in a murder because of jealousy has an
introduction story about Cain killing Abel (O.Zabuzhko. "The tale of the Guelder-rose Flute". The
allusion to the biblical plot has a stylized fairy tale form, which enables finding cognitive parallels.

Let’s compare the fragments: on the one hand, one sees the allusion to the folk poetic interpretation
of the biblical story: <...> mamy, wo mo maxe na micayi memmiemocs?.. A, — ckasas Bacurv, — mo dpam Opama
nionAas Ha 6urd, 0éa oOpamu 0yro, Kair i Aéeav, om boz ix i nocmasus yzopi nad semaeto, uyo0 At0du 0auuAu i He
3abysaru epixa <..> (<..> Dad, what is it that shadow on the moon?.. |Oh, — says Vasyl, — that is a brother who
pierced his brother with a pitchfork, there were two brothers called Cain and Abel, and God placed them up above so
that people could see them and not forget about their sin), and, on the other hand, the reader notices the tone
of intimidation as the episode describes the sister's execution: <..> 6ona KpukHyia 6 3auMopzom
posKpyuere 620pi 1ebo, U0 NOCCUCIIAD He6I0b-KYOuU, mex, AUOOHY, 610 XKaXy, Nipeasuiu, K cmepiem, 3a coboro
kporu depes, — 0o Tozo, Xmo mam cudis, HikKoAU He 0arouu 3a3uprymu co0i 6 Auue, i AYHA il NepemoxHoz0
pezomy 3acmyzoira Aicom <..> (<..> when in a noose she cried out up into the sky, something was whistling up
above, perhaps from horror, plucking at tree crowns like a tornado, - addressing the One, Who was up there, never
allowing to see His face, and the echo of her victorious laughter boomed in the forest).

Creative cognitively secretive texts authors may not expect readers to decipher them, authors may
aim at mystery remain unsolved; their purpose is to achieve the effect of surprise, the "sacramentality” of
the delivery in order to further develop events. According to the author's plan, such subtexts are
supposed to play their role in the dramaturgy of a complicated plot; they create coded mystery pictures
that are not for the reader to crack. For example, in the introduction of her story I. Karpa lets the reader
see what's going on "behind the scenes"; there is no internal cohesion of such fragments with post-text: —
Meni max cmpauino. .. — €6xa Heposo nomsazaacs 3a cuzapemoto. Ta mummio énara it 3 pyx. Koxaruii 0aidyxe
oueuscs 6 inuuil 0ik. — Om mu 3Haew, wo 60HU 3 HAC 3P00AAMb? — nposadura éona dari. — E i, mu npocmo e
xouewr snamu... bo mobi cmpawno, max?! <..> — Tu Ooiuics max, ax He 0osecs wixmo 3 wac. Tu BMIEILI
boamucs, npasda, Aamro? Bin, 30a6aA0Cb, 3 HENPUEMHICHIIO NOMIMUE ii NPUCYMHICMDb, AAe 3a2060pUmu He
cnpooysas ("I'm so scared...” Yevka nervously reached for a cigarette. She dropped it in a moment. Her beloved was
looking indifferently in the other direction. "Do you know what they'll do to us?” She continued. “No, you just
don't want to know...” Because you 're scared, right?! <> — You are afraid so much, more than than any of us ever
waswere. You KNOW HOW to be afraid, don’t you, Dania? He seemed to notice her presence, with some kind of
reluctance, but he did not try to answer) (1. Karpa. "50 minutes of weed"). In the following lines there are no
answers to the information hidden in the text; thus the encrypted subtext is created as a tool meant to set
readers’ cohesion into motion.

Verbal reminiscences without a reliable interpretation rarely coincide with traditional "lyrical

digressions" aimed at setting a right tone of classical expression. Those fragments in the modernist texts
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evidently intertwined with the main storyline, are usually perceived as a parallel presentation, brought
in not so much in the framework of associative imagination but by means of a deep structure and
subconscious inclusion that are not directly related to the context. The linguopoetic purpose of such
inclusions is recognized not through the subtext interpretation but through an indirect semantic
connection with a rather wide context; basically, this is kind of a motivation hidden from outside and
not always clear enough in its semantic nature. Let’s look at the example of a fragment that interrupts
the author's dialogue with the reader: fI aexy cnuroto na dyxe sumromy OHi KoA0Os3s. 3zopu 3aremis
npomsz i NPOCMo 3a6Uc HAJI MHO10, 3AN0635A6ULUCL MeHe noscakuac xorodumu. Ilpocmszato pyxy 00 cAusbkoi
cminu, 3a0ueato nid Hizmi AKYyco nidcmynty napocmo <...> Bce Mere NoOAULLUAO, 2emb Yce. A 8 HAGIMb 11 He KA3as
omomy ecvomy «Iemv!» (I lie with my back on the very cold bottom of the well. A draft has flown in from above
and just hovers over me, aimed at cooling me down. I stretch my hand against a slippery wall, some unexpectedly
cunning twig gets under my nails <...> Everything has left me, all of it. And I haven't even told it all "Get out!"”)
(I. Karpa. "50 minutes of weed") (the image-symbol of an abandoned well embodies the subtextual
motivation of loneliness and oblivion).

Deeply rooted in the reader's mind, the use of metaphoric words as a means of literary
comprehension of reality is usually characterised by the ambivalence of the fleeting meanings, and it
does not create problems for the interpretation of subtextual knowledge. However, in modernist texts,
literary images can hide their secret meanings and require readers’ efforts in decoding them; in such
circumstances the hidden meaning semantics is revealed in the framework of a vertical context, deep
mechanisms of guessing. The cognitive-stylistic content of such metaphorical expressions are not
difficult to comprehend, yet it is far from easy to include them in the close context, therefore this
function often remains inactive. There occur certain speech situations, both predicted and unpredicted
by the author, which may leave the subtext not fully relevant, which might have been the author’s plan
all along.

To illustrate, let’s consider the example: <...> 3emas Aexara vopra, 6esmexHo wopHa 00 Kparo 00 Kparo, K
i Hebo, nepemAma 6y3eHvKUMU KAHANAMU, MPYOOUKAMU SYAULD, 3AKYMI6E;, 6004 SMUEANA 6CT HEUUCMOMU, 6CI0
2udv; wubu 0youHKis, Haue 6uOpaHi NMAXAMU 04l NOKIUHUKIS, C6UCTIAU Y NOPOXKHEUY NAOUL, 8YAULD, Je simep
2aHA6 NO0OUHOKUX nepexoxux ma nadyxai zasemu (<..> The earth was black, jet-black from one side to another,
like the sky, it was criss-crossed by narrow canals, straws of streets, and corners; the water washed away all the
dirt, all the filth; the windows of houses, like empty eye sockets feasted on by birds, whistled into the emptiness of
squares, streets, where the wind was lashing after random passers-by and crampled newspapers) (O. Ulyanenko.
The Capital). Against the vast background of the earth and the sky, references to narrow canals, straws of
steets and corners feel like an act of contempt and rejection of the world picture. The context does not
call for metaphoric simily windows of houses, like empty eye sockets feasted on by birds; this simily is result of
the desire to strengthen the expressive force of the narrative.

Numerous allusions and associative parallels in the modern authors’ texts acquire their hidden
meaning as they are aimed at the well-read reader’s understanding. If a reference to somebody’s
statement in the text episode is unclear, it does not bother the author: the content of the given fragment
contributes to the general semantic background. Such allusive references serve as tools to create hints,
sometimes even mystery of narrative fragments, and they are perceived as a word play, language game,
conscious secrecy of the narrative; they contribute to the development of ironic and humorous
intonations, reduce pathetic and exalted tones of the text.
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Normally the absence of commentary on some of the literary texts allusions does not interfere with
the the general understanding of the statement, however it reduces the effect of subconscious parallels.
For example, the statement Pyxonucu e copamo a enutomv-maxu nopsdro (Manuscripts do not burn but they
do rot) (I. Karpa. "50 minutes of weed") is pretty clear to well-educated readers due to the allusion in first
part of the statement (manuscripts do not burn), but a motivated reference to the solemn circumstances, in
which the original statement has been made, could have provided as a holistic understanding of the
expression that would have acquired deeper semantics. Allusions might rely on historical events, or
political situations, and this fact complicates their proper comprehension by a modern reader; yet, even
in these circumstances, commentary is rarely provided. To illustrate: nasimov axou mu, axumocv dusom,
ycmpyeHyAa 6 yii Mo6i ujo-1edydv «nocurvree “Daycma” eme», K 6UCA06AI06aA6CS. 00UH SHAHUT 6 ICMOpIT
Almepamypruti Kpumux, mo 60HO NMpPOCMo Mposaxysarocv Ou no 6GidAiomexax Hewumare (<..> even if you,
somehow, by miraculous chance, came up with something in this language that was “stronger” than Goethe’s
"Faust”, as one well-known literary critic put it, it would simply be lost in libraries unread) (O. Zabuzhko.
"Field research on Ukrainian sex") (an ironic mention of a ridiculous evaluation does not have a
commentary and may remain beyond the understanding of some readers).

The use of fragmented speech, where communicative connections in the narraqtive are so weakened
that it may account for the loss of holistic meaning understanding, with the purpose of describing the
artistic world becomes a source of semantic shifts; under these conditions, the subtext resembles a coded
structure, and the chance of its deciphering plummets down. This kind of intentional unclarity of
modernist context leads to possibilities of various interpretations, yet this does not hinder a holistic
"comprehension” of the narrative meaning. For example, the "connectors" missing from the following
dialogue give different readers options to “complete” the "conversation without words": — A snaeu,
30aemocs, 5 6 mebe saxoxascs... — Ilpuemna nosuma... Jaxyto... — Lle éce, ujo mu moxeur meri ckasamu? —
A mu xomis nowymu wyoco inue? — Bubau. £ niwos. — 3axaaynew deéepi. — Iapasd (— You know, I think I have
fallen in love with you... — Good to hear... Thank you... — Is that all you can tell me? — Did you expect to hear
something else? - Sorry. I'll leave. - Bolt the door. — All right) (I. Rozdobudko. "Escort to death")
(declaration of love goes hand in hand with rejection, refusal, and disappointment).

At the same time, there have become popular texts with completely broken semantic connections
within fragmented structures; there might be different objectives behind such a choice of words:
description of the feelings of anxiety and confusion, description of a critical situation, internal
monologue, etc. For instance: Am0aa ax mae oymu — Hy ambar de meos inmyiyia — 3a ujo mooi 0abku — Hy
Jdobpe — mama A cHainepa A0OAI0 — MOAIMeCs NOMOAUMech — Jdecsmb — 0e6’amob — GICIM —CIM — WICMDb —
n'amo — mpu — AKUX Mam mpu — 1omupu — ax menep mpu — 06a — iden — amiro (A big guy like he should be —
well, big guy, where is your intuition — what have you done to get dough— well, well — mom, I'm in love with a
sniper — pray and finish praying — ten — nine — eight — seven — six — five — three — why is it three — four — and
now three — two — one — amen) (Yu. Andrukhovych. "Perversion") (it is not clear what it is all about —
there’s no explanation to why one should pray — we don’t know anything about the numbers given - it

is unknown, etc.; the fragment recreates the subtext of uncertainty and lack of motives).

3. CONCLUSIONS

Syntactic destructualism, changes in the arrangement of text fragments as well as their graphic forms

alomng with other innovations, primarily in postmodern writing, lead to deformations of meaning, and
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therefore uproot conventional norms of understanding the content, increasing the functional power of
implications. When texts are used without punctuation marks it opens up the possibility of ambivalent

interpretation; implication and subtext reveal themselves being semantically poly-coded.
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CrpyKTypyBaHH: MOJEPHICTCHKOTO XyAOXKHBOTO AMCKYpPCYy BM3HaJa€ iHTepmperarii "HOBOCTHMAIO" —
cucteMy 3acobiB OHOBAEHHs MaHepU IMCbMa, OPi€HTOBaHOI Ha BKAIOUEHHs B i4i0A€KTHY Iapajsurmy
KOTHITUBHO TlepepOPMOBaHNX CeMaHTUYHMX CKAAAHNKIB. BKAIOUeHHS B KOHTEKCT Cy0'€KTUBHMX aBTOPCHKIUX
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IHTeHIiNl 3a44s iHTeAeKTyaaisalil BUKAaAy, Ha KIITaAT MOBHOI I'PH, HIATEKCTOBMX 3pyIlleHb, iHOBaLIiJIHMX
AECTPYKIiII BXOAUTb Yy CHUCTeMY KOAyBaHHs, IIMQPYBaHHA IIOBiJOMAIOBAaHOTO, pPO3paxOBaHOTO Ha
aMmOiBaaeHTHiCTh cMucay B cuctemi Aprop-Tekcr-Unrau. CMMUCAOPO3pi3HIOBaAbHUI TIOTEHIliaa TEeKCTy €
KOMIIOHEHTOM Jen@pyBaHH:, PO3YMiHHA Xy40KHbOTO AMCKYPCY SIK MOBHOECTETIYHOTO 3HaKa.

MosHocTHAicTMYHI  3acoOu  mmdpyBaHHA, 3aKOAOBAHOCTI CMUCAY B CUCTeMi TeKCTOTBOPEHH:
repea0avaloTh BM3HAUeHHS oO0pa3dy umMTada, ydJacHMKa IIpolecy TeKcroTsopeHH:s. CMmcaorsipHa
yHKUIHICTE OKpecalOe aBTopa SIK KOJAEKTMBHOTO 00pasy, KOTpMII BiATBOPIOE KapTUHY CBIiTy, He3aAe>KHO
Bi4 MOBOMIIC/A€HHsI abCTPaKTHOTO MOBHMKA. 3a ITMIX YMOB IiATEKCTOBMII KOJ, ITOCTAE SIK AXKepeAo IAMOMHHOI
ceMaHTMKM Ha piBHi IigcBigoMoro MucaeHH:A. OyHKIIHICTD MIATEKCTY cTa€ KaTeropi€io KOTHITUBHOTO PiBHI,
SIBUIIIEM CeMaHTUYHOTIO YHiBepcaaisMy. IliagTekcT ycBiaoMAIO€TCA SIK 00AiraTOpHMI CKAAAHNUK XYAOXKHBOTO
ialoaexTy, ABMIIle BepTUKAABHOTO KOAYBaHH:, YMHHIK aBTOPa SIK HOCisI Cy0’'€KTUBHMX iHTEHIIil, KOTpUIi CTa€
KOAEKTUBHMM TOMOTEHHUM I1epCOHaXKeM.

Kaio4oBi caoBa: TeKcT, ceMaHTIKa, IiATEKCT, AVICKYPC, XyAOKHI 11101€KT, MOBOMUCAEHHs, (PYHKITis,
aBTOp, UMTad.



