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The article deals with the lexical content of SILENCE concept in the cultural and individual style of Jhumpa
Lahiri, an American writer of Bengali origin. It is mentioned that depending on the cultural belonging, such verbal
“non-designation” leads to different interpretations of SILENCE, including distortion and misunderstanding of
meanings. In Lahiri’s works SILENCE concept is expanded due to the cultural component: immigrants are
silent not because of anger or disagreement, but because of their cultural “otherness”, isolation (both physical
and imaginary), and because of the language barrier. In this way SILENCE becomes a component of fictional
communication with “ours”, and represents this “fictional” reality as literary phenomenon. SILENCE is an
important item of the transcultural component of Lahiri’s writing, where a woman usually plays the symbolic
role of “invisible existence” and is associated with a maid who knows only how to cook dinner and wash socks.
On the example of Lahiris stories we notice that not only the woman considers herself speechless or “mute”.
A man in his attitude towards a woman also a priori considers her to have no voice of her own, and therefore he
does not need her answer. Therefore, the female characters’ SILENCE is painful from their own powerlessness
and from their habit of not arguing with a man because ab “answer” is hidden in SILENCE. In Lahiri’s works
SILENCE concept is peculiarly actualized both language images and non-verbal elements, aimed at alienation
motif. In this way SILENCE concept is combined with “invisibility” of Bengali woman, in particular with
clothes and its colors, because often in female characters’ appearance one feels the inner desire to be alone, to
disappear, and to be unnoticed. A home space imbued with SILENCE is associated with strangerness, rejection,
and otherness. An interrupted time motif (then and now) which is also related to speechlessness appears.
Lahiri’s characters, being in the liminal space of their American apartments, are in entropy state, in cultural
chaos, because they still feel a certain degree of uncertainty, and are “in between”. For Lahiri’s characters
SILENCE truly has the capacity to “change the world” and perhaps yet more than, impassioned speech. Many
female characters do not need to use language in order to foster a sense of community with one another. This
deliberate absence of language serves a means through which they can experience more. Some stories include
transformation of SILENCE power. For many characters SILENCE is not defensive or willfully ignorant, it is
“alive” and suffused with openness of its spirit. SILENCE does not strip characters of their identity, but creates
“their” identity. Though SILENCE is connected with symbolic “sweetness” as well as “sadness,” this does not
always mean that in SILENCE one remains rooted in suffering. Instead, “tasting the SILENCE” is a way of
connecting across suffering, as well as finding “own” place in a new cultural environment.
Key words: non-verbal communication, loneliness motif, otherness, “Chimmoku” concept, the past.

Nowadays we live wunder a difficult one. Non-verbal elements are bound up

with culture.

globalization umbrella that eliminated the
boundaries between cultures and made the
aspects of each culture relatively known to others.
Cultures are different but alike as well. There are
major similarities in “body language” (laughing,
nodding, whispering, eye contact etc. as opposed
to differences in shouting, crying, handshaking
and greetings (which is due to cultural belonging).
Language is not just a means of communication but
has a number of functions to perform in society.
People’s interaction from different backgrounds
has led societies to be multicultural ones.
Communication can be oral or written, and
non-verbal (we mean “kinesics”, the so-called
“body language”). Compared to oral or written
communication, paralanguage is considered to be
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The purpose of the article is to analyze the
specificity of SILENCE concept in Jhumpa Lahiri’s
writing as a personification of Asian identity in the
context of transcultural paradigm.

Analysis of recent research and publications.
Despite the presence of scientific works of foreign
critics (T. Bhalla (2012), K. Chatterjee (2016),
S. Dasgupta (2011), N. Friedman (2008), R. Heinze
(2007), F. Kral (2007), S. Lutzoni (2017),
B.W. Noelle (2004), A. Rizzo (2012), A. Shankar
Saha (2012) and others), Jhumpa Lahiri’s writing
is not fully investigated, which determines further
theoretical studies in a transculture context.

Critics’ main attention is reduced to the
identity analysis, gastronomic issues, gender
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characteristics and immigrants’ experiences in a
new cultural environment. However, only a few
foreign researchers addressed SILENCE issue in
Lahiri’s writing (but briefly): I. Ishrat “Translating
the aching absence and screaming SILENCE: a
study of diasporic experiences of the characters
in the selected stories of Jhumpa Lahiri” (Ishrat,
2020), L. Neary “Political violence, uneasy
SILENCE echo in Lahiri’s “Lowland” (Neary,
2013), 1. Phabha Pathak “SILENCE and the
Need for Communication in the Short Stories of
Jhumpa Lahiri” (Phabha, 2013). It all determines
the article’s relevance as SILENCE concept is also
important, especially in the context of the basic
transculture positions.

Investigation methods. In the article we used
the following methods: cultural and historical
(defining the role and place of Lahiri’s writing in
US literature of the twentieth century), historical
and typological (determining the specifics of
themes, motifs, images, story features of the
writer’s works), functional (clarifying the features
of Lahiri’s poetics), hermeneutic (interpretation of
various aspects of the literary text), narratological
analysis (specifics’ analysis of Lahiri’s narrative
manner), biographical (revealing the reflection
of author’s personal experience in her writing),
the principles of postcolonial and decolonial
criticism (rethinking the problem of “otherness” in
transculture discourse).

The presentation of the main material.
SILENCE manifests itself in various spheres of
human existence. It can be monologic, i.e. exist
outside of dialogue, and dialogical as an important
component in the communication process. What
appears in SILENCE dialogue is inevitably has
to be interpreted, so there should be no meaning
gaps. Depending on the cultural affiliation,
such verbal “non-designation” leads to different
interpretations of SILENCE, including distortion
and misunderstanding of meanings. SILENCE can
express a large number of meanings, be a symbol of
harmony or, on the contrary, disagreement; and the
cultural component plays an important role here.

A peculiar reflection of SILENCE phenomenon
is found in fiction, where SILENCE is presented
in a dialogic fragment, and often in a monologue
one. The study of SILENCE phenomenon makes
it possible to consider the structuring mechanism
of communication act between the characters in
the literary work, to determine the regularities
of characters’ SLENCE, and to reveal SILENCE
reasons.

In Jhumpa Lahiri’s poetics (an American writer
of Bengali origin) SILENCE concept is expanded
due to the cultural component: immigrants are

silent not because of anger or disagreement, but
because of their cultural “otherness”, isolation
(both physical and imaginary), and because of the
language barrier. In this way SILENCE becomes
a component of fictional communication with
“ours”, and represents this “fictional” reality as
literary phenomenon.

SILENCE is an important item of the
transcultural component of Lahiri’s writing,
where a woman usually plays the symbolic role
of “invisible existence” and is associated with
a maid who knows only how to cook dinner and
wash socks. A similar motif in seen in “Hema
and Kaushik” (from “Unaccustomed Earth”,
2008): “Chitra hovered over my father and me
and the girls, eating privately after we were done,
the way our maids would in Bombay” (Lahiri,
2008, p. 183). By this SILENCE Chitra follows
“her” cultural code, because like the food concept,
SILENCE determines Asian woman’s identity.
Such submissiveness is a central female trait
in China. The ability to cook, being focused on
washing, do not like entertainments, deal with
drinks and food, as well as serve to guests has to be
a woman’s work.

The “domestic” SILENCE paradigm for an
Indian woman is presented in “Hell-Heaven” (from
“Unaccustomed Earth”, 2008), where the main
character Aparna hardly communicates with her
husband: “My father was a lover of SILENCE and
solitude. He had married my mother to placate his
parents; they were willing to accept his desertion
as long as he had a wife” (Lahiri, 2008, p. 49).
In real her husband was “married” to his work
and to his research. He existed in his own world,
understood by him only (neither his wife nor
his daughter had “access” there). Even any non-
work-related conversation was a real challenge for
Shymail, and he didn’t want to waste his precious
time talking nonsense.

SILENCE does not satisfy Aparna from “Hell-
Heaven”, because her existence is very limited:
it is both by her gender as well as by the tense
relationship with her husband. Like many other
Bengali women, she has had an arranged marriage
but in real the couple shares very few common
interests. Most of the day she spends in the house
cooking and cleaning.

While reading the text we notice that Aparna
“never worked, and her life purpose was to serve
her daughter and husband, who did not praise her
for her delicious food and never used kind words
addressing her” (Yalovenko, 2022, p. 162). This is
proved in the episode during the meal, when only
the sound of a knife and fork breaks the apartment’s
usual SILENCE: “As usual, my father said nothing
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in response to my mother’s commentary, quietly
and methodically working though his meal, his
fork and knife occasionally squeaking against the
surface of the china, because he was accustomed to
eating with his hands” (Lahiri, 2008, p. 273). The
woman feels inner loneliness, and this is clearly
seen in her behavior, because the amenities of still
foreign American apartment will never replace
“her” space: “I would return from school and find
my mother with her purse in her lap and her trench
coat on, desperate to escape the apartment where
she had spent the day alone” (Lahiri, 2008, p. 48).

From the very beginning we see Aparna in her
emotional apathy, she is “locked” in her house and
the only time she leaves the house is when Usha
comes back from school. In this case we completely
agree with S. Raj, who notes the following about
women: “physically they are in America, but
mentally in South Asia. They deal with loneliness
and dislocation, cultural displacement, a sense of
identity and belonging to Indian and American
cultures, taking into account the small details”
(Raj, 2016, p. 460).

A slightly different paradigm of SILENCE
concept (which is also characterized with a cultural
component) can be seen in K. Mori’s works. The
writer has repeatedly emphasized the women’s
depressed position in Japanese society, where she
(a woman) is beautiful through silent suffering
and self-effacement. In this way, SILENCE as
an established “Chimmoku” concept is both an
element of non-verbal communication and an
important cultural code'.

In “The Namesake” (2003) the limited space is
identical to transitivity, border being, when you are
no longer there, but not yet here: “Though they are
home they are disconcerted by the space, by the
uncompromising SILENCE that surrounds them.
They still feel somehow in transit, still disconnected
from their lives, bound up in an alternate schedule,
an intimacy only the four of them share” (Labhiri,
2003, p. 61). It is Ashima who feels the most “her”
transit state, which is also realized through SILENCE,
sadness and depression: “On more than one occasion
he has come home from the university to find her
morose, in bed, rereading her parents’ letters. Early
mornings, when he senses that she is quietly crying,
he puts an arm around her but can think of nothing
to say, feeling that it is his fault, for marrying her, for
bringing her here” (Lahiri, 2003, p. 26).

! However, the gradual women participation in the use of lan-
guage (we can compare it with “chimmoku” SILENCE concept)
leads to the creation of codes’ subsystem that is used specifically
by women and is also oriented to their interest. Of course, this
system is derived from the male one, but it is specific for the
female audience in a number of individual features.
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Asimilar motifassociated with forced SILENCE
is seen in “Mrs. Sen’s” (from “Interpreter of
Maladies”, 1999), where the main character Mrs.
Sen is in limited space of her comfortable but in
real “foreign” apartment. Mrs. Sen exists beyond
time and just getting used to American life. Here
she finds no laughing and gossiping of her near
and dear ones while cooking or performing daily
household chores. She wants to give a long loud
scream, but there is no one to listen to what she
wants to utter. Looking at a pine tree framed by the
living room window of their apartment, Mrs. Sen
murmurs. Again SILENCE concept is important
here; this quiet place has silenced her inner cry and
the absence of her own home in India throws her
into a pool of extreme unhappiness.

We notice how skillfully Mrs. Sen’s psycho-
logical portrait is painted. The extreme feelings of
melancholy and wish to meet with her own people
have deeply been exposed when Mrs. Sen mentions
about her relatives living in India. She feels she is
invariably distant from the life that goes on in India;
she even cannot imagine herself as a stranger to her
niece. The heroine shares her dejected position to
Eliot, mentioning her sister who has a baby girl.
Whenever time will come to meet her “she will be
three years old. Her own aunt will be a stranger”
(Lahiri, 1999, p. 122). Thus she opens up her mind
to narrate her life similar to a doleful one, a life
without hope. It is painful for Mrs. Sen to become
a stranger to her own niece.

Both the cooking tools and a cassette recording
with the voice of her relatives help Mrs. Sen to
surrender to her happy past. The death news of her
grandfather has made her absent minded. That is
why the blade never appears from the cupboard,
even getting a whole fish from the fish market
does not interest Mrs. Sen (and these details are so
important for her). She keeps her confined in the
apartment and refuses to learn driving.

Moreover, it is Beethoven who fails to cheer
her up. While listening to a tape which voices of
her relatives, Mrs. Sen starts translating for Eliot
what they say. In this case SILENCE concept is
opposed to communication act: it is Mrs. Sen who
became lingual mediator between so far India and
close America. As the succession of voices begins
to laugh, she identifies each speaker saying: “My
third uncle, my cousin, my father, my grandfather”
(Lahiri, 1999, p. 128). Actually Mrs. Sen never
desires to detach herself from India, she still wails
to roam in her imaginary homeland. By listening
to those voices and hear the same story, Mrs. Sen
posits her existence in the perpetual past.

We notice that Mrs. Sen contrasts America’s
loneliness with the community she had in
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Calcutta: “Here, in this place where Mrs. Sen has
brought me, I cannot sometimes sleep in so much
SILENCE” (Lahiri, 1999, p. 128). She describes
Indian women preparing food together and talking
late to the night.

At the same time, the heroine is disturbed by
the sounds outside her apartment. We mean the
image of a tree, which “interferes” in Mrs. Sen’s
SILENCE. Along with the fact that in America
she can’t sleep “in so much SILENCE” she finds
it difficult to asleep as well; and in this context
SILENCE is compared to outside noises. “It is
impossible to fall asleep those nights, listening
to their chatter. She paused to look at a pine tree
framed by the living room window” (Lahiri, 1999,
p. 128).

The heroine naively models a situation that is
artificial for America, but familiar to her: what
would happen if she went beyond the usual
boundaries of American life and started making
loud noise: “Eliot, if I began to scream right now
at the top of my lungs, would someone come?”
(Lahiri, 1999, p. 63). But the answer Mrs. Sen
heard was as blurred as would be the possible
behavior of Americans towards a stranger (by the
way, involving one of the elements of non-verbal
communication “to shrug”): “Eliot shrugged.
Maybe” (Lahiri, 1999, p. 63).

We notice that this unbearable SILENCE is
completely strange for Mrs. Sen. She casually
compares the usual bustle of Calcutta family and
this absolute SILENCE in America: “At home that
is all you have to do. Not everybody has a telephone.
But just raise your voice a bit, or express grief or joy
of any kind, and one whole neighborhood and half
of another has come to share the news, to help with
arrangements” (Lahiri, 1999, p. 63). Little Eliot
gives his explanation, because excessive noise is
not welcome in America: “They might call you”,
Eliot said eventually to Mrs. Sen. “But they might
complain that you were making too much noise”
(Lahiri, 1999, p. 63). Such American SILENCE
only increases Mrs. Sen’s feeling of loneliness.

The repeated image of the window and that
pine tree (as well as the image of her apartment)
becomes a connecting element between the
interior of the house and the natural world outside
(where the usual life rthythm is raging), and also
the apartment’s threshold — a “border” that no one
(except her husband and little Eliot) is allowed to
CToss.

Sometimes Mrs. Sen sits hours in SILENCE,
which does not bother her at all. In this context
SILENCE is the most beautiful symphony; air
breathed in SILENCE is sweeter and sadder, it
affords even the smallest gestures significance

and grace. Often she realizes that SILENCE in
her room is great, as well as usual roar and the
dust outside. Her little room, her little circle, is a
“depot”, a pause, for the weary traveler, but outside
of her little world there is cultural dissonance,
uncertainty, border and the travel she must do.

“Mrs. Sen’s” depicts a relationship between
two lonely and isolated people. Throughout the
story, Lahiri emphasizes the characters’ near-total
isolation, which is directly close to SILENCE
concept. We see that aside from each other, Eliot
and Mrs. Sen are connected to almost nobody. Eliot
has his mother, but she works long hours, and Mrs.
Sen has Mr. Sen, who is likewise rarely at home.
Both Mr. Sen and Eliot’s mother seem emotionally
distant from their dearest people.

The author repeatedly emphasizes how isolating
the environment they live in is: the bus has few
passengers, many stores are closed for winter,
the tourist season is over, and the seaside town is
mostly empty. Beyond their personal lives, Eliot
and Mrs. Sen lack community where they live.
This isolation is clearly seen when Mrs. Sen picks
Eliot up from the bus stop. The boy always feels
that “Mrs. Sen has been waiting for some time, as
if eager to greet a person she hadn t seen in years”
(Lahiri, 1999, p. 64).

Like most of Lahiri’s female characters, Mrs.
Sen is “locked” in her apartment for days. As a
result, for Mrs. Sen’s sensitive image, both the
window and the apartment are a full-fledged barrier
that ensures a conscious non-communication
process. There is a “zero” speech act, which is
occasionally interrupted by the presence of little
Eliot (she looks after him when he returns from
school). Eliot notices that Mrs. Sen is lonely and
misses her home, but he doesn’t talk about it with
her, thereby increasing the SILENCE.

The boy’s presence does not at all prevent Mrs.
Sen from keeping SILENCE: “In SILENCE she
prepared crackers with peanut butter for Eliot,
then sat reading old aerograms from a shoebox”
(Lahiri, 1999, p. 68); “In SILENCE Eliot and Mrs.
Sen ate the last few clam cakes in the bag” (Labhiri,
1999, p. 71); “They drove in SILENCE, along
the same roads that Eliot and his mother took
back to the beach house each evening” (Labhiri,
1999, p. 68).

This “zero” speech act is conveyed by language
means (SILENCE, pauses, internal thoughts and
conversations) — “reading old aerograms ™ (Labhiri,
1999, p. 68) and fiction ones (it is seen with
unfinished sentences in the text): “Eliot’s mother
nodded, too, looking around the room. “And that’s
all ... in India?” (Lahiri, 1999, p. 62). It cannot be
said that there are no sounds or background noises
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in Mrs. Sen’s room. The only sound of the door in
the living space and the blade sound, which Mrs.
Sen uses when cuts vegetables, is often inanimate
and uncommunicative.

The heroine “immerses” in mechanically
repeated actions, and it is this daily routine that
causes a state of indifference to the world around.
Mrs. Sen is in a liminal space impenetrable to
others, in the so-called “muteness”, which makes
it impossible to connect with the nature.

Little Eliot’s voice does not become a final
victory over SILENCE, the lyrical heroine faces
its return when she is alone again. A comfortably
furnished room immediately evokes an association
with a symbolic “prison”, with forced standing
facing the wall (we mean conditional conversation
with herself). In fact, the world outside the window
is alive (there are many people on the streets, and
everyone is busy with his own affairs), but in
contrast to the SILENCE imprisoned in everyday
life, a much more tragic picture emerges, which is
the final stage of the destructive processes began in
Mrs. Sen’s personal space.

Instead of a “step” to the window, the heroine
stands in recollection, remaining in her silent room.
The only place where SILENCE does not penetrate
is the sleep space, where there are vague visions of
the unreal. That is why Mrs. Sen reads and often
re-reads letters from home, in order to bring closer
some elements of “her”: “At home, you know,
we have a driver ... Everything is there” (Lahiri,
1999, p. 62). Such a passive recollection, which
does not become a word and is not realized in the
present, is powerless and does not change anything
(although the events are no longer relevant, they
are still “alive” for the heroine).

For Jhumpa Lahiri SILENCE far from being
empty, avoidant or submissive is an alternative
means ofexpression,communicationorstorytelling,
and also it is a way of symbolic “survival” in an
oppressive world. SILENCE is a conscious choice,
and a form of resistance through which it is easy to
transcend usual. For Lahiri’s characters, SILENCE
truly has the capacity to “change the world” and
perhaps yet more than, impassioned speech. Many
female characters like Mrs. Sen do not need to use
language in order to perform a sense of community
with one another, and this deliberate absence of
language serves a means through which they can
experience more.

Another SILENCE paradigm is seen in “The
Namesake”, when the main character grieves over
the death of his father: “He spends a few minutes
reading through the manual, comparing the
features of the dashboard to the illustration in the
book. He turns the wipers on and off and tests the
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headlights even though it’s still daylight. He shuts
off the radio, drives in SILENCE through the cold,
bleak afternoon, through the flat, charmless town
he will never visit again” (Lahiri, 2003, p. 118).
In this way, the inner language is important, which
has a huge interpretive potential and acts as a
mean of conveying such states of the character:
“He watches the sky whiten, listens as the perfect
SILENCE is replaced by the faintest hum of distant
traffic, until suddenly he succumbs, for a few
hours, to the deepest sleep possible, his mind blank
and undisturbed, his limbs motionless, weighted
down” (Lahiri, 2003, p. 121).

Gogol’s SILENCE is not forced, but is
accompanied by such non-verbal components as
a pause and inner speech: “drives in SILENCE”;
“listens as the perfect SILENCE is replaced by
the faintest hum of distant traffic”, etc. It should
be mentioned, that there are many such neutral
lexemes in Lahiri’s stories, but often they allow the
reader to think about the reasons for the character’s
SILENCE.

Conclusions. As we can sure, SILENCE
concept has a special place in Lahiri’s dynamic
poetics. It was influenced by the writer’s state of
mind, because the understanding of this concept
is conditioned by despair, cultural difference and
parting with “ours”. The characters’ language is
important of course, but what was not said for
certain reasons, something which turned out to be
hidden behind SILENCE, is no less important.

On the example of Lahiri’s selected stories we
notice that not only the woman considers herself
speechless or “mute”. A man in his attitude towards
a woman also a priori considers her to have no
voice of her own, and therefore he does not need
her answer. Therefore, the female characters’
SILENCE is painful from their own powerlessness
and from their habit of not arguing with a man; a
symbolic “answer” is hidden in SILENCE. In this
context, the symbolic woman’s speechlessness was
compared to “the voice without body” concept,
which T. Belyanina appeals to.

In Lahiri’s works SILENCE concept is
peculiarly actualized both language images and
non-verbal elements, aimed at alienation motif.
In this way SILENCE concept is combined with
“invisibility” of Bengali woman, in particular with
clothes and its colors, because often in female
characters’ appearance one feels the inner desire to
be alone, to disappear, and to be unnoticed.

Culturally significant SILENCE concept
is one of the key elements in Lahiri’s poetics.
SILENCE combines two distinct components:
women invisibility / visibility (when a woman is
being objectified). Another important subtext is
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also presented in her works, when perceived non-
communication moves into a qualitatively different
paradigm, a transcultural one.

Have analyzed some Jhumpa Lahiri’s stories, we
clearly see that all of them include transformation
of SILENCE power. For many female characters
SILENCE is not defensive or willfully ignorant, it

SILENCE does not strip characters of their identity,
but creates “their” identity. Though SILENCE
is connected with symbolic “sweetness” as well
as “sadness,” this does not always mean that in
SILENCE one remains rooted in suffering. Instead,
“tasting the SILENCE” is a way of connecting
across suffering, as well as finding “own” place in

is “alive” and suffused with openness of its spirit. ~ a new cultural environment.
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«HIMMOKY» AK KOHLHEIIT MOBYAHHA
Y BUBPAHUX TBOPAX JI'KYMIIHN JIATTPI

SlnoBenko Oubra BikTopiBHa
Kanouoam @inonocivHux Hayx, 0oyexm,
doyenm Kagpedpu aneaiticbKoi Mosu ma Memoouxu it HAGYaHHs;
Ymancoxoeo depoicasnoeo nedacociunoco yuisepcumemy imeni Ilasna Tuuunu
syn. Caoosa, 2, Ymans, Yepkacvka oboracmo, Yrpaina

Cmammio npuceésaueHo susueHHI0 ekcuuno2o Hanoegnernts konyenmy MOBYAHHA y kynomyponociunomy ma @ inou-
8I0YAILHO-ABMOPCHKOMY CIUTI AMEPUKAHCHKOI NUCbMEHHUYT OeHeanbCbKko20 noxoddcenns [ocymnu Jlaeipi. 3asnayeno,
WO 3aNexHCHO 8i0 KYIbMYPHOI NPUHATEHCHOCI, NOOiOHe 6epOaibHe «HEeNO3HAYEeHHA» NPU3B00Umy 00 PI3HO20 MIYyMa-
uenns paxmy MOBYAHHA, y momy uucii 00 ChomeopeHHs, ma Henopo3yMiHHsg CMUCTIG, 3aKAA0eHUX Y HboMy. ¥ meop-
yocmi J]. Jlacipi konyenm MOBYAHHA pozwupioemvpcs 3a paxyHox Kyibmypro2iyHoi ckiadoeoi: iMmicpanmu mosuams
He uepe3 eHi6 Ui He3200y 3 YUMOCh, d Yepe3 CE0K KYIbMYPHY «IHAKWICMby, 1301608aHicmy (K (i3uyHy mak i yasHy),
ma uepes mosHuil bap’ep. ¥V maxuii cnoci6 MOBYAHHA cmae xomnoneHmom 6u2adanoz2o / yMO8HO20 CRIIKYBAHHSA 3i
«c8oimuy, I npedcmasnsie «ikyionanvHyy Oitichicmy sk xyoodxche seuuje. MOBYAHHA € eadxcnueum KomnoHeHmom
MPAHCKYTLIMYPHOT CKIa00601 meopyocmi nucvmenHuyi. Y meopax /l. Jlaeipi jciHKa 6UKOHYE CUMBONIUHY POTb «He8U-
OUMO20 ICHYBAHHAY T ACOYIIEMBCA 31 CTYHCHUYEI0, KA 6Mi€ Tuule 2omyeamu 00i0 ma npamu wxapnemxu. Ha npukiaoi
OKpeMUX Meopie NUCbMEeHHUYI NOMIYAEMO, WO He JUle Cama HCIHKA 88axcae cebe 0e3amMO6HOI0, YU YMOBHO Himoto. Hono-
8IK V CBOEMY CHABNIEHHI 00 JHCIHKU MAKONC Anpiopi 86adicAe ii maxoio, o He MAE G1ACHO20 2010CY, A Omdice GiH i He
nompebdye ii 6ionogidi. Biomax, MOBYAHHA scinouux nepconadicie bonicHe 6i0 61acH020 6e3CULIsl ma 6i0 36UUKU He
cnepeuamucs 3 40108IKOM, y MOBUAHHI NPUXOBAHA CUMBOTIYHA «8I0N06idby. ¥ meopuocmi /]. Jlaeipi konyenm MOB-
YAHHA ceoepiono akmyanizyemuca He auuie MOSHUMU 00pazamu, ane i HeepOaibHUMU eleMeHmamu, CnpAMO8aHUMIL
Ha momus iouyscenns. Y maxuii cnocio konyenm MOBYAHHA noeonyempcs 3 «Hesuoumicnioy 6eHeanbCbkoi HCiHKY,
30KpeMa 3 00520M Ma 1020 KONbOPOBUM 3aDAPENIEHHAM, addice YACMO 8 CAMOMY BUSIA0I JCIHOUUX NEPCOHANCIE 8i0UY8a-
€MbCA BHYMPIUHE OAHCAHHA NOOYMU CAMOMY, SHUKHYMU, 3ATUMUMUCS HenomiteHoio. IIpoiHamutl MOGUAHHAM OOMAUHIL
nPOCMIp AcoYitoEMbCA 3 UYHCICMIO, HENPULHAMMAM, IHakwicmio. Bunukae momus nepepganocmi uacy (mooi i 3apas),
AKul maxodxc nog sizanutl 3 beamosuicmio. Ilepconaoici Jlaeipi, nepebysaiouu y 1amiHAIbHOMY NPOCMOPI CEOIX amepu-
KAHCLKUX K8apmup, nepedysaioms y CMaHi eHmponii, y KyIbmypHOMY Xaoci, aoce 00Ci 8i0uysaromy nesHull cmynitb
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HesusHaueHocmi, nepedysaiomo «midxicy. [ eepois Jlaeipi MOBYAHHA cnpagdi 30amue «3minumu ceimy, i MOXNCIUBO
Oinviue, i mMoea. Bazamvom JHCIHOYUM NEPCOHANCAM He NOMPIOHO BUKOPUCIIOBYBAMU MOBY, W00 NOPO3YMIMUC 0OUH
3 OOHUM, T Y HABMUCHA BIOCYMHICIb MOBU CIIYHCUMD OIS HUX 3AC0D0M, 30 O0NOMO2010 AKO20 80HU HAGYBAIOMb OiNbIL020
0ocsidy. ¥ oeaxux meopax 6i0bysacmovca mpanchopmayias MOBUYAHHA. [{na 6azamvox eepoie MOBYAHHA ne € 3axuc-
MOM YU HAGMUCHUM ICHOPYBAHHAM, BOHO «Jicugey i npocsakuyme giokpumicmio ceoeo 0yxy. MOBYAHHA ne nozbasise
2epoig ixHvboi i0enmuyHocmi, a cmeoproe «ixuwy ioenmuunicms. Xoua MOBYAHHA nog’si3ane 3 cuMBONIUHO0 «Meno-
OTUIHICMIO Y, @ MAKOJIC (CYMOMY, Ye He 3A8ICOU O3HAYAE, WO 8 MOBUANHI T0OUHA cmpadcoac. Hamomicmo «Oecycmayis
MOBYAHHA» — ye cnocib 06’e0namucs uepe3 cmpaxcoOants, a makoxic 3HAUMu «ce0ey Micye 8 HoOMY KYIbHypPHOMY
cepedosuyl.
Knrouosi cnosa: nesepbanvha komyHikayis, MOMUE CAMOMHOCHI, THAKWICIb, KOHYENM «YiIMMOKY», MUHyIe.
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