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VJIK 378.14
I. C. CEPTEEBA

BUBIP MATEPIAJTY JIJISI AHAJII3Y SIK YMOBA E®EKTUBHOI

OPI'AHI3ALII BUBYUEHHS CTUJIICTUKHA
(HA IPUKJIAJII “OCIHHBOI IICHI” IIAPJISI BOJJIEPA)

Y cmammi pozensinymo numanms opeanizayii 6U8UeHHs CMULiCmuKy Qpanyy3vkoi mo-
su. Ilposionor € ioes 0060py KOMNAKMHUX MBOPI6 (PPAHYY3bKUX CUMBOLICMIE AK 00’ €KMI8
CMUICMUYHO20 AHANI3Y, WO HAOAE MONCIUBICIMb ONMUMIZY8AmMU Yell npoyec, 3 No3uyii Hese-
JUKUX 00Cs218 MEKCMIi8, 3a YMOBU IXHbOI 3MICIMOBHOT ma (hopmanbHOi dosepuieHOCMi.

Knrouoei cnosa: cmunicmuxa (ppanyy3okoi Mou, meopu GpaHyy3oK020 CUMBOIZMY,
CMULICMUYHUL AHATI3.

MeToro BUBYEHHS! CTUJIICTUKH € O3HAMOMIIEHHSI CTYJIEHTIB 31 CTHUJIICTHY-
HUMHU MOXJIMBOCTSIMHU MOBH, HAOyTTs Ta 3aKpITUICHHS HABUYOK CTUIIICTUYHOTO
aHai3y TEKCTY, BU3HAUCHHS W KOMEHTYBAHHS JIHTBICTUYHMX SIBUII 3 TO3UIIT
CTHJIICTUKH, BCTAHOBJICHHS Ta OIKCY B3a€MO3B’SI3KIB (POPMU TEKCTY i aBTOPCh-
KO1 IHTCHITIOHATBHOCTI. Y pa3i BUBYCHHS CTHIIICTHUKU (DpaHITy3bKOT MOBH (K
MEPIIOi MOBH) IMPOIIEC YCKIAJTHIOETHCS OOMEKCHHSIMHU B 4Yaci, BiIBESACHOMY Ha
OTIAHYBaHHS 3a3HAYCHUX YMIiHb, SIKi, y CBOIO Yepry, € CKIaJOBUMHU OCBITHBHO-
KBaJTi(DiKaIIITHOT XapaKTEePUCTUKU HAMPSAMY MIATOTOBKH “@inonoris” 3 kBamidi-
Kalll€l0 BUUTENb (PpaHIly3bKOi MOBH. Y 3B’S3Ky 3 IMM BHHHUKA€ MOTpeda B IO-
IIYKY NUIIX1B €(EKTUBHOI MIATOTOBKU CTY/ICHTIB Y TEOPETUYHOMY Ta MPAKTHY-
HOMY aCIeKTaX OBOJIOAIHHS 3MICTOM CTUJIICTHUKHU.

VY crarTi po3risiHyTO MUTaHHS BIIOOPY TEKCTIB, SIKI MAKCUMAJIbHO BIAMO-
Bilaii O LUIAM 1 3aBJAaHHSM BHUBYEHHS CTHUJIICTUKU — CTBOPEHHIO YMOB JJIf
e(heKTUBHOTO HAKOMMMYCHHS MPAKTUUYHUX HAaBUYOK CTUIIICTUYHOTO aHAII3Yy.

Mema cmammi — BU3HAYUTHU JOLUIBHICTE BUOOPY SK 00’ €KTIB CTUIIICTHU-
YHOT0 aHali3y TBOPIB (PPAHIYy3bKHUX CHUMBOJIICTIB SIK TAaKHMX, 10 BUPIZHSIIOTHCS
1H(hOpMaIITHOIO HACUYEHICTIO Ta KOMIAKTHICTIO (DOPMH.

AHaumi3 3MICTy i 3aBIaHb KypCy CTHIIICTUKH (DpaHIy3bK01 MOBHU (SIK mep-
1101 1HO3€MHOI MOBH) Ja€ IiJICTaBU CTBEPKYBATH, IO YCIIX Y 1X JOCATHCHHI
3aJIeKUTh B1J] HASIBHOCTI MPAKTUYHO OPIEHTOBAHUX [id, MPSIMHUM pPE3yJIbTaTOM
AKX Ma€ CTaTh (POpMyBaHHS HABUUYOK CTHJIICTHYHOTO aHalI3y TeKCTy. Bimg3Ha-
YIMO, 1110 B OCHOBY T€OPETHYHOI CKJIaI0BOT KypCy CTHJIICTUKH MOKJIAJCHO CXe-
My CTHJIICTUYHOTO aHalli3y Ta IHCTPYMEHTAapid, SKUH BUKOPUCTOBYIOTH 3 METOIO
3MiMiCHEeHHs 3a3HadueHoro aHamiizy. Kypc crunictuku (paHily3bkoi MOBU Hepe-
0adae BUBYEHHSI HU3KU TEOPETHUUYHUX MOHATH. CTWJIICTUYHI HOPMU Ta BIJXHUJICH-
ust (norme et écart stylistiques), mekcuune moae (champ lexical), mo3uTuBHI Ta
neratuBHi ominku (Mélioratif et péjoratif), mpsme Ta mepeHocHe 3HAYEHHS
(dénotation et connotation), sucmosmoBants (énonciation et énonce), my3uuHi
Ta rapMoHiiHi edektu, put™m 1 pyx tekcry (effets musicaux et d’harmonie,
rythme et mouvement d’un texte), ¢irypu ctumo (figures de style), Tunu Tekcty
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(types de texte), ¢ynkmii moBu (fonctions du langage), cxemm komyHikartii
(schéma de communication) Tomro.

[lepeniyeHi Ck1a 0Bl KypCy CTHIICTUKHM (ppaHIly3bKOi MOBU JAIOTh Mij-
CTaBU JIJIsl TAKUX BUCHOBKIB. TEOPETUYHE O3HAWOMJICHHS CTYJICHTIB 13 3a3Haye-
HUMU MATAHHSIMY 1 TTOHATTSIMU MaTHUME XapaKTep CYyTO TEOPETUYHOTO IMoiHdOop-
MyBaHHS 1 He niepedayaTuMe SIK OYIKyBaHUI pe3ysibTaT (OpMyBaHHS BIIOBI-
HUX YMiHb, III0 CYIIEPEYUTh 3aBAaHHSIM BHBUYCHHS Kypcy. Y 3B’S3Ky 3 IIUM KOHC-
TaTyeMO 00’€KTUBHY MOTpeOy MOIIYKY €PEeKTUBHMX LUISIXIB 3a0e3mneueHHs (op-
MYBaHHS BMIHb CTWJIICTUYHOTO aHAII3Y TEKCTY, OCKUIbKA TEOPETUUHE OBOJIOIHHS
MOHATIMHUM arapaToM MPU3BOJAUTH JI0 TUIIOBUX MOMUJIOK: HU3BKOTO PIBHS PO3Y-
MIHHS 0a30BUX JIsI CTHUTICTUKU TIOHATH (DYHKITI MOBH, THIIIB TEKCTY U JIUCKYPCY,
KOMYHIKaTUBHOI CXEMH, HE3/IaTHOCTI BU3HAYATH B3a€MO3B’ 130K MK HUMH.

JIOTIOBHEHHSI JIEKIIHHOTO BUKJIAJCHHS MaTepialy IPAaKTUYHUMU 3aHATTS-
MU JIa€ 3MOTY BHIIPABUTH IEepelliueHl HEJOMIKH il Yac iX MPOBESHHS BHKIIA-
JIEH1 TEOPETUYHI MOJOKEHHS MAalOTh OyTH BHUKOPUCTAHI CTYJIEHTAaMU 3 METOIO
HaOyTTs yMiHb 3/IHCHIOBATH aHAJ3 TEKCTY B OAHOMY (AyXKe PIAKO — y KUIBKOX)
aCIeKTl JIGKCHKH (JIeKCHYHE TI0jIe, MeJiopaTuB/miedopaTuB, JCHOTAIis/Ko-
HoTalis). Ha poMy ertari sk 00’€KT BUBYCHHS TPAJUIIHHO OOMPAIOTh TEKCTH
PI3HUX PO3MIPIB — BiJ OJHI€I Ppa3u no ab3any. Lle gae MOXKIMBICTE CTBOPUTH
YMOBH JUJIsl YCHIITHOTO ONAHyBaHHS MOHATIMHOrO amapary Ta 1HCTPYMEHTAapiio
CTHJIICTUYHOTO aHaJi3Yy.

HenonikoMm 3a3HaueHOro MiaXOQy, Ha HaIl TOTJSM, € HU3bKE CMUCIOBE
HABAaHTA)KEHHS, 110 B 3arajJbHOMY BUIJISJI MOKHA XapaKTEepHU3yBaTH BIJICYTHIC-
TIO 3aBEPIICHOCTI B MOAaHHI 1H(opMaIlli. YHACIIIOK [OTO MPOOJIEeMOI0 CTae
3a0e3MedeHHsl YCIIITHOrO (pOpMyBaHHS BMiHb CTHJIICTUYHOTO aHATI3y TEKCTY B
[[IJIOMY — Ha MiJCTaBl BCI€T CyMH 3HaHb, SKI CTYJICHTH 3aCBOIOIOTH Tij] Yac BH-
BUCHHSI CTHJIICTUKH, TpaMaTHkH, jJitepatypu ®Ppanmii Tomo. Ha Ham mormsiz,
OJTHAM 13 TIPOyKTUBHUX NUIAXIB BUPIMICHHS 3a3HA4EHOI mpodiiemu — Gopmy-
BaHHS CHCTEMH IHTETPOBAHUX YMiHb CTHIIICTHYHOTO aHAJI3y TEKCTY — € KOHKpe-
TH3AIlisl BUMOT MO0 BIOOPY TEKCTIB JJIsi CTUIIICTUYHOTO aHamizy. Lli BuMoru
MU KOHKPETHU3YBAaJIM HA MIJICTAB1 JOCIIPKEHHS CYTI YMIHb CTUJIICTUYHOIO aHa-
Ji3y.

Tpaauiiiiai miagxoau 31e0UTbIIOT0 COUPAIOThCS HA 3HAYHI 3a 00CSTOM,
CKJIaJHI 32 JICKCHYHO-TpaMaTUYHUM HAITOBHCHHSM TEKCTH, sIKi 3a3BUYail BHKO-
PUCTOBYIOTh Y MPAKTHKyMax 3i CTHIIICTUKH [1; 2 Ta iH.], MOTpeOyoTh 3HAYHUX
BUTpAT Yacy Ha O3HAHOMIICHHS Ta aHami3. [Ipu 11boMy B rpymax CTyACHTIB 3 HU-
3bKUM PIBHEM MOBHOI MiJITOTOBKM BUHUKAIOTh JIOJATKOBI TPYJHOI B OMaHy-
BaHHI 3MICTYy Kypcy, III0 3yMOBJICHO camMe HEeJ0CTaTHIM piBHEM c(HOPMOBAHOCTI
CJIOBHMKOBOTO 3amacy. Biarak, 0a30BO0 BUMOTOIO IIOJI0 BUOOPY TEKCTIB AJIs
CTHJIICTUYHOTO aHaJli3y MU BU3HAYWJIM MAaKCUMAaJIbHY CTHJIICTUYHY HAaCHUYEHICTh
(KOHIICHTpALIIIO CTUIICTUYHO 3a0apBicHUX 00’ €KTIB) 32 YMOBH I'PAaHHMYHO MaJIo-
ro 00CsTy JOCTYITHOTO, JIOTIYHO 3aBEPIICHOTO TEKCTY.

AHaJli3 HasgBHOI JIITEpaTypu Jla€ IiJICTABM KOHCTATyBaTH, IO BKAa3aHUM
BUMOTaM BEJIMKOI0 MIPOIO BIMOBITAIOTH TBOPH, SIKI HaJEXaTh 10 moe3ii ¢pan-
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IIy3bKOTO CHUMBOJII3MY. BOHM XapakTepu3yrOThCS KOMITAKTHICTIO BUKJIAAY 3Mic-
Ty Ta OJJHOYACHO 3aBepIleHICTI0. Bubip moesii ppaHIiry3bKoro CUMBOII3MY OYJ10
3yYMOBJIEHO TaKO THM, 1110 il BUBYAIOTh Y MEXaX Kypcy (hpaHIly3bKoOi JiTepary-
pH ¥ TOCTIKYETh Y YACICHHUX TEOPETUYHHX mpartisax [4; 6; 8; 9], a momyk cu-
MBOJIICTAaMU HOBHUX (opM y moe3sii 3a0e3neuynB iM yHIKaJlbHI O3HAKH, O0araro 3
SAKUX MepedyBaroTh caMe B CTUJIICTUYHIN MIIOMIMHI.

Posriasitnemo MOXIMBOCTI BUOOPY SIK 00’€KT CTUIIICTUYHOTO aHalli3y TBO-
py apns boanepa “Ocinnst micas” (Chant d’automne). Bin HajiexuTh 10 Haii-
OUTBII B1IOMHX 1 BaroMux sk y Bumipax tBopuocTi [llapmst boanepa, tak i cum-
BOJII3MY 3arajioM, Ipo II0 OMOCEPEIKOBAHO CBIAUNTH (akT BKItoueHHs “Chant
d’automne” sk mMaTepianay AJIA aHAII3y IMiJ Yac ICOUTY Ha CTYMiHb OakajgaBpa y
@panmii. Teip “OciHHs TicHA” Mae KOMITAKTHY (GopMy, a HOro TEKCT 3HaXO-
JUTHCSL B 3pYYHOMY JIOCTYT, OCKUTHKH € MOIIUPEHUM SIK Y YUCICHHUX JIPyKOBa-
HUX BUJIAHHSX, TaK 1 B €JIEKTPOHHOMY BUTIIsAAl. OHOYACHO 3 1TUM, Mepexa [H-
TEpPHET Ja€ MOXJIUBICTh JTOCTYITY JI0 KIIIY 3 ayJ103allMCOM IOEMH, SIKUW 3/1HC-
HEHO “HOCIEM MOBH ', 1 IKMIl MOYHA BUKOPUCTOBYBAaTH 3 METOIO aHajizy (oHe-
THYHHX 0COOJUBOCTEH TBOPY (pUTM, pyx ToII0) [5].

[TinBuieHHsT €(PEeKTUBHOCTI CTUJIICTUYHOIO aHali3y TBOPIB CTYJEHTaMH,
Ha Hall MOIJIS, 3aJIEKUTh B1Jl BUOOPY CXEMH aHai3y. 3 LI€I0 METOI0 MU IMpO-
MOHY€EMO MiJ Yac aHalli3y TBOPIB BIJAMOBICTU Ha psAJl MUTaHb, 1O YTBOPIOIOTH
CXeMy aHalli3y, KOTpa, Y CBOIO 4epry, BiAMOBiae (hpaHIy3bKOMY HiAPYUYHUKOBI
3 METOJMYHOIO YUTAHHS (aHAJIOT BITYM3HSIHOIO KypCy 31 cTriicTuku) [7, ¢. 79] i
BKJIIOYA€E TaKi HAMPSIMH JTOCIIHKeHHS (aHali3 3MIHCHIOETHCS 13 BUKOPUCTAHHIM
MOBH OPHTIHATY):

1. Caractere original du poéme, expression personnelle d’un théme
classique;

2. Entrelacement des themes;

3. Les jeux d’opposition entre ou a I’intérieur des strophes;

4. L.’expression des sentiments;

5. La poésie renouvelant le langage ordinaire, le pouvoir transfigurateur
de la poésie, le pouvoir évocateur, musical des mots.

3 MeTOow 3[IMCHEHHS CTHIICTHYHOTO aHamizy “OcinHboi micHi” Ilapmns
boanepa My IpONOHY€EMO TaKy CXEMY:

1. En vos appuyant sur le texte publié [3, c. 42] et audio du poéme [5],
décrivez la forme du poéme (composition, repartition en parties, mesure et type
de versification. Quand le rythme est-il cassé? Dans le cas de cette rupture,
s’agit-il d’une occasion ou bien, d’un procedé fait expres? Motivez votre
réponse en vous appuyant sur les données de I’analyse suivantes). Y a-t-il des
allitérations ou des assonances dans le texte? Si oui, quelle tonalité créent-elles?
Les sonorités, le rythme, sont-ils les mémes dans les deux parties ?

2. L auteur est-il présent dans le texte? Comment est-il détermine?
Quelles autres marques de I’énonciation pouvez-vous répérer? (Analysez
I’emploi des pronoms, adjectifs possessifs; marques spatio-temporelles).
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3. Les champs lexicaux: combien de champs lexicaux existe-t-il dans le
texte du poeme? Comment peut-on les classer? Les mémes champs lexicaux
sont-ils présents dans les deux parties du poeme? Est-il possible de regrouper
et/ou d’opposer les themes ressortissant des différents champs lexicaux du
poeme? Comment le penchant du poéte a rapprocher la musique et la peinture se
traduit-il dans le poéme?

4.Y a-t-il une corrélation entre la disposition des strophes et le
développement des sentiments de I’auteur? Quels sentiments sont mentionnés
dans la partie 11? Comment sont-ils repartis entre les strophes?

5. Du retentissement du bois a la mort qui approche: comment se
construit et se développe I’allegorie centrale de la partie 1? A I’aide de quel
intermédiaire I’auteur lie-t-il le son du bois et la mort? L’hiver et I’automne
sont-ils employeés dans leur sens propre dans le texte du poéme? Sinon, quelles
connotations ont les saisons? Sont-elles banales ou bien originales, a votre avis?

6. Comme le soleil dans son enfer polaire, mon coeur ne sera plus qu’un
bloc rouge et glacé (7, 8). A I’aide de quels procédés sont construites les deux
images ? En quoi consiste leur vigueur? Quels autres procédés stylistiques sont
employeés dans le texte (métaphores, personnifications, construction antithétique
du poéme, oxymore, comparaison imagée)? Sont-ils les mémes dans les parties |
et 11?

7. L’énonciateur vs le monde extérieur. La classification et I’analyse des
champs lexicaux et des procédeés stylistiques utilisés pour décrire les sentiments
de I’énonciateur, et pour créer I'image du monde extérieur, permet-elle de
caractériser leurs relations et leur dynamique? L’attitude de I’auteur par rapport
au monde exterieur est-elle la méme dans les deux parties du poéme? Comment
est-elle réalisée sur le plan linguistique?

8. Résumez les données de I’analyse et formulez en quoi consiste
I’originalité du poeme. Pourquoi fait-il part du fonds d’or de la littérature
francaise?

Kepyrounch HaBEIEHOIO CXEMOIO CTHIIICTUYHOTO aHami3y, CTYACHT 3 JIeT-
KICTIO MOXe po3kputu ocobnuBocTi “Ocinnboi micH1” [llapns Boanepa 1 cdop-
MyBaTH HAaBUYKH CTHJIICTUYHOIO aHali3y TBOPY, BCTAHOBJICHHS OIKCY CIIBBIA-
HOILIEHHS (POPMU 1 3MICTY TBOPY, aBTOPCHKOI IHTEHI[IOHAJIBHOCTI TOILIO.

Bucnoexu. 3aBIIKM TaKMM BIIACTUBOCTSAM, SIK: KOMIIAKTHICTh (POpMU, BU-
COKa CTHJIICTUYHA IIUIBbHICTb, CKJIA/IHI aJIeTOPUYHI 00pa3u, 0 € CKOHCTpYyiloBa-
HUMH B TICHOMY CIUIETIHHI T€M 1 BIICUJIAIOTh JI0 PI3HUX ACIEKTIB peajbHOCTI,
no0y/10Ba Moe3ii Ha OCHOBI CHHTE3y MUCTEUTB (My3UKH, )KUBOIIHCY, JIITEPATYPH)
1 cunresii, “Ocinns nicHs” apas boanepa € 3pyunum matepiaiaom st edek-

THUBHOI'O OBOJIOI[iHHSI HpHﬁOMaMH CTUJIICTUYHOIO aHaJIi3y TCKCTY.
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Cepreesa U. C. BriGop MaTepuajia i aHAJM3a Kak yciaoBue dPPheKTuBHOI Op-
raHu3auu u3ydyeHus cruaucTuku (Ha npumepe “Ocenneii necau” 1. boajiepa)

B cmamuve pacemvampuearomcsi 60npocvl opeanuzayuu Usyveruss CmuiucCmuxKu qbpaH-
yy3ckoeo s3vika. Bedywell s81semcs udesi 6b100pa KOMHAKMHBIX NPOU3EEOeHUL (PPAHYY3CKUX
cumeoucmoes, 6 Kkadvecmee 00beKmos8 CMUIUCMUYECKO20 araiu3a, 4mo no3eosiiaem onmumu-
3upoesanisv dniont npoyecc ¢ nosuyuu HeOOnbLUUX 00DEMOE MEKCIOE npu ux CMbICTIO80T U gbO-
pMaJZbHOIZ saeeputeHrHocnu.

Knrouesvie cnosa: cmunucmuxa @panyy3ckoeo s3viKa, NPouzsedenust GpaHyy3CcKux
CUMEBOIUCM OB, CMUTUCTMUYECKULL AHATIU3.

Sergieieva I. The Choice of Material for Analysis as a Condition of the Effective
Organization of the Stylistics Learning (on the Example of the “Autumn Song” by
Charles Baudelaire)

In the article, some principles of selection of texts as a material for the stylistic
analysis in the frame of the course of the French stylistics, French being the first learned
foreign language in pedagogical Institutions of higher learning, are examined. Studied in the
pedagogical universities, stylistics as a branch of the linguistic science is the practically
oriented discipline including a serious theoretical course. The theoretical background
acquisition lets the student to purchase skills of stylistic analysis of text: firstly, on separate
positions, and then, in its entirety, on all the mentioned parameters. At the same time, the
quality stylistic analysis of text can include also some extralinguistic information about its
author or his membership in literary movements, history of creation of work, its reception etc.
Analyzing the extralinguistic information, students can perform in realizing the final task of
the stylistic analysis which is to define relations between the textual form and semantic and,
secondly, also to understand the ways of transmission of the author’s intentions.

For this reason, the problem of selection of texts for the stylistic analysis, becomes
principal. During the initiating stage of acquiring and developing working skills of
identification and commenting of stylistic phenomena taken aside (for example, the model of
communicative act, or a concrete stylistic device), the work with short utterances (from one or
two phrases to a paragraph) is admissible and desirable. However, at the final stage when
students are trained in the integrated stylistic analysis, the texts representing complete whole —
both in semantic, and in a conventional attitude become more preferable objects for the
analysis.

The analysis of difficulties in application of the existing workshops on the practical
stylistics in conditions of the modern pedagogical higher education institution showed the
following. The most general problem is that the texts chosen as objects for the stylistic

264



2015 p., Bum. 40 (93)

analysis are big on volume (starting from one page), possess rich lexicon and rather difficult
grammar. For many students, especially with the average or weak level of linguistic skills,
these texts in itself, acquaintance with it, represent a difficult challenge and demand a lot of
time for its understanding. This problem becomes more serious in the conditions of extreme
deficiency of time allowed for a course in general.

Therefore the choice of formally and semantically finished texts, small on volume and
not overloaded with difficult lexicon and grammar, looks like more productive. The poetry, in
particular the poetry of the French symbolism, meets all these requirements. The choice of the
short works of the French symbolists is favorable because symbolists came to the history of
poetry as innovators of a form, which is reflected in the stylistic dimension of their works. At the
same time, symbolism is well studied by theorists of literature, there are many critical works
about the current in general, also about works of concrete authors; at last, symbolism is studied
within a course of the French literature, and it facilitates the analysis of the studied texts.

The “Autumn song” by Charles Baudelaire is given as an example of using the French
symbolism poetry as object for the stylistic analysis. In the article, the scheme for its analysis
is offered. The scheme represents a number of questions: answering on, the student can open
stylistic features of the poem, define a relation between its form and content, realize ways of
realization of the author’s intentionality.

Key words: style of the French language, the work of the French Symbolists, stylistic
analysis.
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