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At the initial stage of its development, pragmatics and its constituent —
the speech act theory developed by J. Austin and R. Searle — dealt with
studying the principles of live communication. In due course, the opinion
was formed that the pragmatic aspect is extremely important in the study of
a literary text [5].

This article aims to analyze lingual pragmatic features of dramatic text
manifested through wordplay.

Indirectness of the pragmatic aspect of the literary text is stipulated by the
following: firstly, the author expresses their attitude to reality not directly, but
through the prism of the characters; secondly, the author/reader is considered
to be generalized predicted communicant (the addressee is not an individual,
but a wide range of readers); thirdly, the success of the communication
depends on many extratextual factors, such as reader’s thesaurus, etc. These
features require the author to carefully select linguistic expressive means that
will enable the reader to adequately decode the text. In such a case, readers are
inherently assumed to be conservatives, while writers should be the
embodiments of innovative potential. The perception of the literary text is
subject to a framework, which main task is to ensure the maximum possible
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fuse of the reader’s horizon of expectations [7] with the author’s idea, as only
this provides for the adequate comprehension and interpretation of the text.
The essence of the writer’s lingual creativity is to take into account the
reader’s expectations and to simultaneously violate them thereby offering a
new vision of an already familiar story.

Therefore, the pragmatic aspect of fiction is closely connected to the
communicative one and presupposes the following: 1) presence of the
communicative chain that includes the author of the literary text, the literary
text itself and its reader; 2) the semiotic nature of the literary text requiring the
author to preliminary encode the signs of the text and the reader to
subsequently decode them; 3) a system of dependence of the sign usage on the
literary tradition as a system of established literary conventions. The last two
conditions open the door for the process of communication itself allowing the
reader to interpret the literary text based on their language skills, personal
experience etc.

Many scholars acknowledge the infinite possibilities and perspectives
inherent in the language. They particularly point out the capability of a word to
acquire additional shades of meaning within the text. This can be explained by
the fact that a single word can arise various associations in the mind of a
language speaker; in fiction, such an abundance of associations has particular
expressivity and suggestiveness [1]. Thus, R. Oman introduces the concept of
the «imitative speech acts» claiming that imitation of the reality, construction
of the fictitious world in the literary text is possible on the condition that writer
and reader reach an «agreement» — the so-called «exchange» of illocutionary
acts. The brightest embodiment of «imitative speech acts» is a dramatic text.

The dramatic texts are based on dialogical speech, which, according to V.
Vinogradov, constitutes a part of various types of prose. It shapes an
independent literary genre — a dramatic work, where the verbal language
interacts with other systems of expression, namely the body language and
mimics [2]. The dramatic text relies on the dialogue that enables the
communication between characters (the so-called internal communication).
However, the communication in the dramatic text is not limited to character
speech only [3]. The dramatic text also contains external communication,
which enables the communication at the beginning (author) and the end
(reader / viewer) of the communicative text, thereby involving the text in the
communicative act, space, process [6]. Therefore, there are two aspects of the
dramatic dialogue to study. The internal communication is primary to the
external one (author — reader/viewer). The link between internal and external
communication is created by stage directions, which were characterized by
J. Austin as an elegant tool for clarifying the power of expression or its
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intended meaning [5]. Within the framework of external communication, the
author’s activity is finite, resulting in the text of the play. In contrast, the
reader’s activity is infinite. The reader, who is also directly involved in the
internal communication, stands as its witness and cannot interfere with the
«reality» suggested by the author.

Theatricality is an important feature of communication of the dramatic text.
In artistic communication, the factual context appears to the addressee as a
continuous theatrical action, which cannot always be recorded by words —
verbally. The addresser represents themselves in the artistic communication of
the play, through character speech and behavior, stage decor, gestures, mimics,
voice, intonations, etc. Respectively, the addressee of the play’s artistic
communication always has an opportunity to complete, continue the trajectory
of the character’s behavior, the addresser’s intentions, thus expanding the
boundaries of communication.

The dramatic text also implements all available functions of communi-
cation: 1) emotive function (focused on the addresser reflecting their attitude
to the topic and situation of communication); 2) connotative (appellative)
function (focused on the addressee, expressing triggering, attracting attention,
address); 3) referential (denotative) function (context-oriented, focused on the
object, topic, subject matter of the discussion, verbalized mainly through the
stage directions); 4) poetic function (focused on the message itself determining
the significance of the form, rather than content); 5) phatic function (focused
on the contact, the use of the communicative system for establishing, keeping
and terminating the communication); 6) metalingual function (focused on the
lingual code involving the description of parameters of communication and its
interpretation).

The heterogeneity of the dramatic text and the diversity of communication
participants allows us to single out the stages of the artistic communication of
the play [4, 6]: 1) communication in the play as a closed system. It is
implemented in the written version of the dramatic text, between the play’s
characters; 2) stage communication as a process of cooperation between the
author and viewers / readers. This stage involves both written and staged
variants of the dramatic piece; 3) interpersonal communication that involves
the text of the play — as the reason for communication or its intermediary. It
involves pretext, written and staged versions of the play; 4) further
communication between the author and viewers/readers is mediated through or
complicated by the text that contains the response to the original text — the
situation when the text begins to live its own life, without the author.
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NPUHLMIIN YKJIAJJAHHSI KOMYHIKATUBHOT' O
JOBIJTHUKA 1JI1s1 COLIAJIBHOI B3AEMO I

Ileneneituenxo JI. M.
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npogecop kagedpu ginonozii, nepeknady ma cmpameziyHux KOMYHIKAYil
Hayionanvuoi akademii Hayionanvhoi 26apoii’ Ykpainu
M. Xapxis, Ykpaina

HeoOxiaHICTh yKNaJaHHS KOMYHIKQTHBHOIO IOBIJHHMKA JUIS IIMPOKOTO
BUKOPUCTaHHS MPOJUKTOBAaHA CaMHUM JKHTTAM 1 NpoOJieMaMu COLialIbHOT
KOMYHIKaTUBHOI B3a€MOJII, CBIIKOM SIKMX HaM JOBOAMTHCS OYyTH MPOTSITOM
OCTaHHIX pokiB. J[oBoJ yacTo KopHcTyBadi [HTEepHETY BUMYILEHI BiuyBaTn
KOTHITHBHHH JIICOHAHC, CIIOCTEpIraroyy 3a THM, SIKI IPUTOJIOMIIUIMBI 3asiBU
pOOIATH MPEICTAaBHUKY BIAJHUX CTPYKTYP Y CHUIKYBaHHI 3 TPOMajisiTHaAMH, SIKi
TIOMMJIKA MDXKKYJIBTYPHOI KOMYHIKaIlii BOHH JIOITYCKalOTh MiJ yac oQiniitHnX
BI3WTIB J0 IHIIMX KpaiH. 31aBaJiock O, BHCOKHI COLIAJIHUN CTAaTyC Tpe.-
CTaBHUKIB BIIAJAH, IXHS OCBIUCHICTH, IHTEIEKTYaIbHICTh, HAHKpAIIl MOPaJIbHI
AKkocTi Manu O 3a0e3NeYnTH YCHIIHICTh KOMYHIKaIii B Oyap-aKkiii cuTyamii —
MPOTe peajbHi (aKTH YacTO HE BIANOBITAIOTH OYIKyBAHHSM TPOMAJICHKOCTI.
OpnHi€ro 3 MPUYMH HA3BAaHUX CYNEPEYHOCTEH € BiICYTHICTH JIEKCHKOTpadid-
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