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of adult motivation and the level of their learning are given. The criteria for studying the problem
in order to obtain thorough recommendations for optimizing the learning process of adults of
different age groups, gender and professions are determined. At the same time, the author insists
on trial research in order to make practical adjustments if necessary.
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MCUXOJIHI'BICTUYHI MEXAHI3MHU EKCILIIKAIIT KATETOPII
ABCYPAY B I’ECAX B.HIEKCIITPA

Muxaiabuyk H. O., Autioxosa H. I. IIcuxoiHrBicTUYHI MeXaHi3MH eKc-

iIikamii kareropii adcypay B m’ecax B.lllexkcmipa. Crarmio npucssueHo I0OCHTH
CKJIQ/IHIH mpoOIemi, Takii, K eKCIUTiKaIlis kareropii abcypay B m’ecax B.Illekcmipa. 3a3HnaueHo,
110 po3yMiHHA abcypay B.lllekcripom BeIHKOIO Mipor0 3yMOBIIOETHCS THM, 110 aymka Lllekcrmi-
pa HiOM «po3umHEeHa» B 00pa3ax i CUTYyalisX WOro I€c, i caMe 3aBISKH I[bOMY BiH 3yMiB TaK
MOBHO, YCEOIYHO PO3KPHUTH XapakTepu W oOCTaBUHH, 110 KapTHHU, CTBOPEHI aBTOpOM, Oarati i
CKJIaJIHi, SIK cama AiiicHicTh. Haronomeno, mo y mMipy Toro, ik yce Oibliie BU3HABaJIOCS B CBITI
3HadyeHHs B.Illekcnipa, Ko>kKHE MOKOJIIHHS I10-HOBOMY OCMHUCIIIOBAJIO Uil ce0e Horo TBOpH, Io-
HOBOMY TIyMa4ymjio iX. Yce OUIBIIO MipOI0 pPO3KpUBAIHMCA TIAMOOKI TyMKH, 3aKiajeHi
B.Illekcmipom y ioro m’ecH, yce sICHIIIE MOCTaBaia MOro XyJaokKHs MaicTepHicTb. [Ipobrnemy,
sKa € JOMIHYBIBHOIO B JIaHIi CTaTTi, BEITMKOIO MipOIO PO3KPUTO 3aBISKH TOMY, IO XYIOXKHS
cucrema pamatyprii B.Illekcnipa Benukoro Miporo copmyBasiacs Ha IPyHTI Tpaaullii Hapos-
HOT'O TeaTpy, NpOTe BEIUKOIO Miporo 3000B’s13aHa CHAALIMHI aHTUYHOTO TeaTrpy. byno BpaxoBa-
HO HACTYIHI MOMEHTH: JjpaMa KJIACUYHOI JJaBHUHU BIAPI3HAJACS CYBOPOI KOMITO3UIII€I0 MOOY-
JIOBM; y TI’€cax aHTUYHUX aBTOPIB Jisfl, K MpaBUiIo, BiAOyBamacsd B OAHOMY MICHI 1 IPOTATOM
JIOCUTH CTUCIIOTO TNEpiofy, NPUOIN3HO — OIS JOOH, CIOXKET MICTHB JIMILE OJHY MOJiI0, 10 30-
OpaxyBanacsi 6e3 OyAb-SIKUX BIIXWUJIEHb; Y TpareAisx Ais B3arajl Mo4yuHaiacs BXkKe HalepeqoH1
pO3B’s3KH KOH(DIiKTY. 3a3HaueHo, 1m0 B 300pakeHHi B.Illekcnipa yitoauHa, NparHy4u JOCATTH
CBO€1 METH, TTOCTIHHO 31IMITOBXYETHCS 13 MPOTUAIEIO 3 OOKY 1HIINX JIFOJCH, K1 3BOASTH HAHIBEIb il
BUTbHY 0cOoOUCTICTh. LI mpoTuis Moxe Oyt abCcypaHO CBIIOMOIO 3 OOKY iHIIOI JrOAMHHA. Tomi
HWIEeThCs MPOo Te, 0 HECBIIOMA MPOTU/IIS YOCOOIIOE poiih a0CypAHOT BUTIaAKOBOCTI. HaromormieHo,
10 B LIbOMY a0CYpJHO HPUXOBAaHOMY XapakTepi MPUUMHHO-HACIIJIKOBUX 3B’S3KIB IOJIATAE, 32
B.Illexcnipom, HEMEBHICTh ICHYBaHHS JIIOJIMHU, SIKA MO>KE CTaTH HaBITh TPariyHow. 3 Orjsiay Ha
abcypamcbki ¢peiiMu, excrutikoBaHi y TBopax B.lllekcnipa, HaMu Oyiau BUALIEHI NCUXOJIHIBIC-
TUYHI MEXaHI3MHU BUPAXEHHS aOCYpJHOr0 CMHCIY NMHUCbMEHHHMKOM. lle — Taki mexaHi3Mmu, sK:
1. Excrimikanis abcypaHux (QpeiiMiB, iCHyIOUHX y CBIZIOMOCTI 0cOOUCTOCTI. 2. 300pakeHHs abcyp-
JTHHUX 3a 3MICTOM BHIAJKOBHX JETaliei, apXeTuriB, MeTadopHUHNX KOHTEKCTIB. 3. Excrutikamis
abCcyp/IHO MPUXOBAHOTO XapaKTepy NPUUMHHO-HACTIIKOBHUX 3B SI3KiB, K1 IOCTAIOTh OYEBHIHUMU
B PE3yNIbTaTi BKMBAHHS aBTOPOM TBOPY IEBHUX JIEKCHYHHUX OJMHHUIIb, JIEKCHKO-CTHIIICTUIHUX
3aco0iB Tomio. 4. IIpe3eHTariiss aBTopoM TBOpY abcypaHOi 3aB’si3ku. 5. IlpeseHTartiss aBTopoM
TBOPY PO3B’SI3KU TBOPY 13 a0CYp/IHO 3MIILLIEHUM LieHTpoM.  JloBeneHo, 1o po3yMiHHA alcypay
BUHHUKAE BHACIIJOK HEOUIKYBAHOTO YUTAYeM INEPETBOPEHHS HANPYKEHOTO KOHTEKCTY TBOPY Y
IIJTKOM OYEBHJIHI CMHCIIOBI (peiiMu. 3a TaKMX YMOB JOTEMHHI aOCyp]l BMIIyBaTUME Te€, IO
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CHOYATKy CHPUUMATUMETHCS YUTaueM TBOPY 32 ICTUHY, IO BBOJAUTH HOTO B OMaHy, a MOTIM Iie-
PETBOPIOETHCS HA CTIMKI aOCYpAMCHKI (hperiMHU, SIKi 3aKPITITIOI0THCS, 3aIKCOBYIOTHCS Y CBIIOMOC-
Ti ocobucrocti. Taki ¢ppeiimu, B CBOIO Yepry, MOXKYTh PO3YMITHCS YATaYeM SIK TaKi, 110 BMIlTyBa-
TUMYTh HICEHITHUITIO, O€3TITy3/ICTh, MOXKYTh IPU3BOIUTH JI0 CTBOPEHHS CTIMKHMX Kimime (o0ymo-
BaHMX 32 MPUHLUIIOM «TPH 17Iel»), sIKi, B CBOIO YepTy, CTAlOTh CTPYKTYPHUMH KOMIIOHEHTAMH CBi-
JIOMOCTI JIFOAHU.

KurouoBi ciioBa: abcypa, abcypanuii cmuci, abcypaHi (peiiMu, BUIIAIKOBI AeTali, apXeTH-
1, MeTaoprudHi KOHTEKCTH, a0Cyp/IHA 3aB’s13Ka, PO3B’sA3Ka TBOPY 13 a0CYPIHO 3MIIIICHUM IIEHTPOM.

Muxanbuyk H. A., AaTioxosa H. . IIcuxoJMHrBHCTHYECKHE MEXaHU3MBI IKCILIH-
Kanuu Kkareropuu adcypaa B nbecax B.lllexkcnupa. CtaThst mocBsIeHa JOCTATOYHO CIOKHOM
npobieme, Takoi, Kak 3KCIUIMKAIM Kareropuu abcypaa B nbecax B.Illexcnimpa. OtmeueHo, 4to
noHuMmanue abcypaa B.Illlexcnmpa Bo MHOrom o0ycioBiaeHO TeM, uTo cyxzaeHus B.lllexcnupa
Kak ObI «pacTBOPEHBI» B 00pa3ax M CHTyallUsX €ro Ibec, U IMEHHO O1arojapsi 5TOMy OH CyMel
TaK IO0JIHO, BCECTOPOHHE PACKpPbITh XapaKTepbl U 00CTOSATEIbCTBA; KApTHUHBI, CO3JaHHbIE ABTO-
poM, — Ooratble W CJIOXHBIe, KaK caMma JAeHCTBUTENbHOCTh. OTMEUYEHO, YTO MO0 MEpEe TOro, YeM
Bcé Oosiee mpusHaBanack B Mupe poib B.lllekcriupa, Tem Bc€ Goee 04eBUIHBIM SBISLIOCH TO,
YTO KaX/10€ [MOKOJIEHHUE TI0-HOBOMY OCMBICIMBAIIO JJIsl ce0sl €ro MpoU3BEACHUsI, T0O-HOBOMY HC-
TOJIKOBBIBAJIO HX. BCE B Oonblueil cTeneHH pacKpbIBAINCH INIyOOKHE MBICIH, 3aJI0KEHHBIE
B.lllekcniipom B €ro mbechl, BCE siCHEE AKCIUIMIMPOBAIOCH €0 XYA0KECTBEHHOE MAaCTEPCTBO.
ITpobnemy, kKoTopas sBIseTCS JOMUHHUPYIOLIEH B JaHHOM cTaTbe, BO MHOI'OM pacKpbITo Oiaro-
Japsi TOMy, 4TO XyJIOXKECTBEHHas cucreMa Apamarypruu lllekcnmpa Bo MHOTOM cOopMHUpOBa-
Jach Ha MOYBE TPAJULUIl HAPOJHOTO TeaTpa, OJJTHAKO TaKKe 00s3aHa HACJIEANIO aHTUYHOI'O Tea-
Tpa. bbulo yuTeHO ciieyromye MOMEHTHI: Kilaccudeckas Jijpama OTJIn4yajlach CTPOTOd KOMIIO3U-
LMeN IOCTPOEHNUS; B IIbECAX AHTUYHBIX aBTOPOB JIEHCTBUE, KAK IPABUJIO, IPOUCXOAWIO B OJHOM
MECTE U B TEYEHHE JIOCTATOUHO KPATKOT0 NEPUO/A, IPUMEPHO — OKOJIO CYTOK, CHOKET CozepKall
JIMILB OJHO COOBITHE, YTO U300paxanock 6e3 Kakux-I100 SABHBIX OTKJIOHEHUH; B Tpareausx JIei-
CTBUE, KaK MPaBUJIO, HAYMHAJIIOCh HaKaHyHE pa3Bsi3ku KOHGuMKTa. OTMEUYEHO, YTO B U300paxe-
Huu B.lllekcnupa yenoBek, CTpeMACh AOCTUYb CBOEH LI€H, IIOCTOSHHO CTAJIKUBAETCS C MIPOTH-
BOJICICTBUEM CO CTOPOHBI APYTHX JIFOACH, KOTOPbIE HUBEIUPYIOT €€ CBOOOIHYIO JINYHOCTh. DTO
MPOTUBOJIEHCTBUE MOXKET OBITh a0CYp/IHO CO3HATEIBHBIM CO CTOPOHBI JIpyroro ueioBeka. Torna
peub UAET O TOM, YTO OecCco3HATEIbHOE MPOTUBOACHCTBUE OJULETBOPSAET POJIb aOCYpAHOH Ciy-
yaifHocTU. Takxke MNOJUEPKHYTO, YTO B O3TOM aOCYpIHO CKPBITOM XapakTepe HpUYMHHO-
CJIEJICTBEHHBIX CBSI3€H 3aKJII0UAeTCsl HEYBEPEHHOCTh CYILIECTBOBAHUS YEJIOBEKA, KOTOPOE MOXKET
3aKOHYUTCS Tparn4ecku. YUuThiBas abcypaHble (PppeiimMbl, SKCIUTMIUPOBAHHBIE B POU3BEIEHUIX
B.Illlexcnupa, HaMy ObUTH BbIAETIEHBI IICUXOJIMHIBUCTHUECKUE MEXAHU3MbI BBIpAXKEHUS adbCypa-
HOTO CMBICHIA MucaTeneM. ITO — TaKMe MEXaHU3MBl, Kak: 1. DKcrukanus adcypaIHbIX GppeimMoB,
CYHIECTBYIOIIMX B CO3HAHUU JIMYHOCTHU. 2. M300paxkeHne aOCypAHBIX M0 COAEPKAHUIO CITydai-
HBIX JleTaliell, apXeTUIoB, MeTapOpUUECKIX KOHTEKCTOB. 3. DKCIUIMKaIUA abCypHO CKPHITOrO
XapakTepa MPUYMHHO-CIIEJCTBEHHBIX CBS3€H, KOTOpPBHIE SBISAIOTCS OYEBUIHBIMU B pE3yJIbTaTe
yIoOTpeOIeHUsT aBTOPOM IPOU3BEJACHMS OIpPENEIEHHBIX JISKCUUECKUX €IUHUI, JIEKCUKO-
CTHJINCTUYECKHUX cpencTB. 4. [Ipe3eHTanus aBTopoM mpousBeieHus: abcypaHoH 3aBs3ku. 5. [lpe-
3€HTallMsl aBTOPOM TNPOU3BEJICHUS Pa3BA3KH MPOU3BEJIEHHS C aOCYpIHO CMEIEHHBIM IIEHTPOM.
JlokazaHo, 4TO MOHMMaHue abCcyp/ia BOSHUKAET BCJIEICTBUE HEOXKHUIAHHOTO Ul YUTATEINs MpPeo-
Opa3oBaHUsl HaNpsHKEHHOIO KOHTEKCTA MPOU3BEICHHS B COBEPILIEHHO OYEBHJHBIE CMBICIOBBIE
¢peiimbl. [Ipu Takux ycnoBusix adCypl BKIIIOUAET TO, YTO CHaydaja Oy/leT BOCIIPUHUMATHCS YH-
TaTeNeM MPOU3BEICHHS KaK MCTHHA, YTO BBOJUT €ro B 3a0IyXJIE€HHUE, a 3aTeM MPEBPAIIAETCs B
ycToi4uBbIe abcypiHbIe (peiiMbl, KOTOPbIE 3aKPEIUIAIOTCS, PUKCUPYIOTCS B CO3HAHUU JIMYHOC-
TU. OTH QpeliMbl, B CBOIO 0Yepe/ib, MOTYT MOHMUMATHCS YUTATeNIEM KakK Takue, 4To OyayT conuep-
KaTb 4YyIllb, HEJIETOCTh, MOTYT IPUBOJUTH K CO3/JaHUI0 YCTOWYUBBIX KIIHUIIE (MOCTPOEHHBIX MO
IIPUHLMITY «UTPBI UAEH»), KOTOPBIE, B CBOK 0YEPEb, CTAHOBSTCA CTPYKTYPHBIMH KOMIIOHEHTA-
MU CO3HAHHS YeIOBeKa.
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KiroueBble cioBa: abcypn, abcypHbIN cMbIci, abcypaHble (hpeiiMbl, cllydaiiHble JeTa-
M, apXeTuIbl, MeTadopudecKne KOHTEKCTHI, a0CypHas 3aBs3Ka, pa3Bsi3ka MPOU3BEACHUS C ab-
CYPIHO CMEIIEHHBIM LIEHTPOM.

Introduction. The term “absurd” comes from the Latin “absurdus” and
means “non-significance”, “nonsense”. The absurdity, on the one hand, is connect-
ed with the “skepticism” of Socrates (“I know that | do not know anything” or “I
know that | know nothing”), and on the other hand it has a deal with the irony of
Socrates (“You’ve not to isolate nothing finished, done, forever being and un-
changed”). Even in ancient art, receptions of the absurd were used to understand
the unknown things and actions [5]. In particular, in the ancient performance-
pantomime the clown appears as moros or stupidus, and his absurd behavior ap-
pears as a result of his inability to understand the simplest logical connections.
Such grotesque characters also appear in a pantomime for ill-conceived realistic
agreement, but, as a matter of fact, these plays were often half improvised, allow-
ing characters to adjust their behavior, their own rhetorical performances in order
to achieve a complete understanding from the public.

The analysis of the latest scientific researches and publications. This
trend in the traditional theater has survived throughout the Middle Ages (when ed-
ucated people rewrote the comedies of Plautus) wandering ioculatores and clowns
that were directly descendants of the characters of the Roman pantomime. Their
clowns and spoils were often explored in comic characters such as the Devil and
personified flaws in French and English plays, in numerous French farsias of me-
dieval literature, also in German facsimile parties.

Another descendant of the ancient pantomime was the court shriek. The long
stick he wore was a wooden sword of the comic character in ancient times. And
clowns and devils appear as comic characters in the theater of W. Shakespeare.
The whole and deep, detailed understanding of Shakespeare’s plays is achieved, in
the most cases, when there have been using inverted logical considerations, false
syllogisms, free associations as well as the poetics views of real or false madness,
which we later find in plays written by E. Yonesco, C. Becket and G. Pinter. Also
it becomes clear that both the fantastic and the meaningless sense of absurd has a
rather convincing and generally accepted tradition of influencing the observer and
preceding his/her understanding.

These elements in the plays of W. Shakespeare are so called a part of the
whole, marked in a combination of poetic and literary meaning, popular and folk
sense. If in the Shakespearean traditional theatrical elements of folk, spontaneous
and, in many cases, irrational, folk-traditional, are also explicated in literature, then
the tradition of ancient drama beyond the sphere of literature was continued and
reflected in Italy in commedia dell'arte as the most successful for understanding it
by all strata of the population. Despite the fact that J. Gregor [7] presented his own
assertion about the direct relationship between pantomime and the improvised
commedia dell'arte was false, literary scholars pointed out the apparent similarity
of these genres in terms of achieving awareness and understanding of their mean-
ing, even if the information was presented in a secret, veiled form [4; 8]. Under-
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standing combines the human need for blasphemy, the liberation from prohibition
through spontaneous laughter. Many traditional lapels, verbal and nonverbal jokes
of commedia dell’arte are closely related to pantomimes. Here we again meet the
naughty simpleton who can not understand the meaning of the most commonly
used terms and gets entangled in endless semantic reflections [3]. The repetitive
types of cunning and dilapidated servants, bragging, buggy, gutted stranger, fake
scientist project the main driving forces of human consciousness in successful im-
ages, if they are ugly in reality. The basis of this simple theater greatly depends on
the professional skill of the performers. As Josef Gregor [7] notes, if we imagine
these banal motives in themselves, which are in almost superhuman confusion, the
jokes are rather insignificant, but combined with superhuman agility and acrobats
with extraordinary skill, we will be able to comprehend and understand the idea of
this theater.

The commedia dell’arte manifesto was so significant in various manifesta-
tions that it had been survived till nowadays. In France, the commedia dell’arte
entered the paradigm of legitimate drama through the works of Moliere. But in
some literary forms this direction persistently continued to be manifested in pan-
tomime-funambules. In the UK, the traditions of commedia dell’arte were also ex-
plored in Harlequin until the nineteenth century, when the actors reached the
heights of their success in the image of Grimaldi’s inspired clown. So called
Harlequinada laid the foundations for a later English pantomime, which in some-
what modified form continues to exist and nowadays it was shown as an irresisti-
ble manifestation of a truly vulgar folk theater [9]. The other elements of the
Harlequinada have been reflected in the traditions of the English music hall and the
American vaudeville with their comedian actors who talk to each other, and the
understanding was achieved by steppe and comic songs.

The interconnection of ancient pantomimes through clowns and medieval
and Harlequin from commedia dell’arte is manifested in the characters of comedy
actors, in the presentation of the musical hall and vaudeville, because of which the
twentieth century will be created, without a doubt, will be treated as its greatest
achievements in the field of entertainment art, such as dumb movie comedy.

The appearance of silent films has done, without a doubt, a decisive influ-
ence on the theory of understanding within the “Theater of the absurd”. It was
something unfamiliar, like a dream, depicting a world that was looked from the
outside by unusual eyes of a man torn out of the reality. It had the quality of night-
delusions and was demonstrated the world of constant and completely cloudless
movements [11].

The advent of sounds into the cinema in a great degree destroyed the rhythm
and fantasy of the comedy era, but this stage in the cinema development discov-
ered the other ways of understanding in accordance with the ancient traditions of
vaudeville. Thus, in Central Europe, traditions of commedia dell’arte were com-
bined with clowning and hooliganism in England during the Elizabeth era and
caused the emergence of a long line of Pickelherrings, Hans Wurst and other gross
comedic characters that were dominated the People’s Theater of the 17th and 18th
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centuries. In the Austrian folk theater this ancient tradition with a Baroque perfor-
mance and an allegorical drama of the Jesuits leads to the emergence of a new gen-
re, which combines clowning and allegorical imagery, and involves the appearance
of many elements of the “Theater of the absurd”. The best example of this genre is
libretto having been written by Shikander and “Magic Flute” by Mozart. The “Ab-
surd Theater” found its embodiment in the plays of a famous actor and playwright
Ferdinand Raimund (1790-1836). In the theater of Ferdinand Raimund, which was
little known outside of Austria due to the significant dialectal color of Austrian
language, we find the scenes in which the comedy was combined with a naive po-
etic allegory. In plays of Ferdinand Raimund “Millionaire Peasant”, a rude, skillfully
discharged millionaire VVurzel meets face to face with his Youth in the form of a
charming young boy who solemnly leaves him at the time when Dilapidation knocks
at the door. And when the Youth did not allowed Dilapidation to enter, Dilapidation
broke the door. Here we have the best example of the Understanding when a person
appears to us as a concrete poetic image that comes to live on the stage [12].

At the highest literary level the traditions of commedia dell’arte and Shake-
speare’s clowns were combined by Georg Biichner (1813-1837) with the other
harbinger of the Absurd Theater. Georg Biichner is one of the most prominent
German playwrights. He is the founder of another direction of the Absurd Theater.
It is a cruel, brutal drama of psychic mistakes and obsessive ideas. Biichner’s un-
finished play “Voitsek” is one of the first plays in the world literature depicting a
martyr, who has almost gone mad from the hallucinations that have been seized
this person. In such a way the man is a character of the tragedy. In the grotesque
nightly delusions worried by the powerless Voitsek, in the cruelty and the turmoil
of his tongue, “Voitsek™ is one of the first newest pieces in which understanding is
achieved through the details of German expressionism, in particular the mysterious,
absurd tension presented also in early plays having been written by A. Adamov.

The next stage in the development of the theory of understanding is the liter-
ature of linguistic or verbal nonsense. This literature is the satisfaction from the
incomprehensible, as Z. Freud [6] noted in his research of comic origins. Also this
literature is rooted in the sense of independence we enjoy and, due to this, is able
to comprehend the limitless limits of logic. When Freud wrote his researches, he
added that it was a real pleasure to hide carefully in an adult’s life almost to the
point of our disappearance, while the children find pleasure in composing words
without worrying about their meaning or logical consistency. The determining fac-
tor is the fact that it is influenced by the need to be targeted in serious, adult life
and, because of this, it became more important than ever before, and literature and
theater have been rising to dismissal because of nonsense and, in spite of this, in-
comprehensible becomes understandable.

It is known that the literature of nonsense, and especially the poetry of non-
sense, influenced the perception of her Man due to the logical connections between
words, phrases and even sentences. We have come up with some examples of
school poetry of the nonsense of the XIlI-th century, which can be considered the
most ancient examples of this genre. In addition, we can be sure that meaningless
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of rhyme-songs were sung by children and repeated by adults from ancient times,
since there was a whole magic of nonsense, and magic formulas often consisted of
syllables that had preserved rhyme or rhythm till the current period of time, but
had lost any meaning, which they could contain from the very beginning [2].

The children’s rhymes of the most peoples till the current period of time
consist of a large number of meaningless poems. In the Oxford Dictionary of Chil-
dren’s Rhymes, its authors, Jonah and Peter Onay, argue that, for example, the
“Humpty Dumpty” verse is widely used both in Germany and in Denmark, Swe-
den, France, Switzerland, Finland, etc. In the book “Knowledge and Language of
Schoolchildren”, Jonah and Peter Onay have collected poems, nonsense, which
are now popular among British students. It is also the proof that the need to free
up understanding from the scope of logic is so important in our time as it was in
times of Z. Freud or even in the thirteenth century.

In such a way the Literature of Linguistic Nonsense reflects a little more
than a simple understanding. We shall do all necessary efforts to break the bounda-
ries of logic and linguistics, poetry (Shigeno, 2018), which tries to reach the under-
lying foundations of human feelings, to promote understanding through mechanisms
of existential influence on the perception of textual information by every Person.

Although some issues (or trends or directions of issues) remain unsolved in
the scientific literature. For example, the role of absurdity in the plays of
W. Shakespeare is not completely analyzed in details in the scientific literature,
especially according to the examples of authentic texts. Also, the relevance of the
research is due to the fact that the study investigates the evolution of the devel-
opment of English drama from antiquity to the present. We mean a genre of Eng-
lish drama, the development of which enriched the artistic arsenal of all Western
European literature and the fact that the identification of the joint between several
literary plays of William Shakespeare at the level of theme, ideas, images will
contribute the formation of a respectful attitude to the spiritual and material val-
ues of mankind.

Also unsolved in the psychological literature are, for example, the questions
of the structure of the consciousness of a talented person, his/her framed nature, to
which, according to our belief, must enter, including stable archetypal development
that will enhance the content of the consciousness of personality of W. Shake-
speare. In accordance with this problem, to the mind of this writer should include
certain frames which explicate the ability to reproduce the absurd. After all, taking
into account the theory of O. Shportun [1], which deals with psychology and path-
ophysiology of humor, it becomes clear that humor is to a large extent genetically
determined by the character of the person. We have to admit that not all people are
capable of adequate when we tell about the perception of humor, some people gen-
erally do not perceive humor as a matter of fact, and, in such a way, absurdist
tendencies are not peculiar and difficult in their semantic load.

So, the tasks of our research are:

1. To describe three periods which display the creative way of Shakespeare’s
writing.
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2. To show the composition of Shakespeare’s plays according to the category
of absurd.

3. To identify the psycholinguistic mechanisms of expressing the absurd mean-
ing by the writer.

Methods and methodical instrumentation of the research. The following
scientific methods were used as the basis of the research: holistic analysis of the
text, problem-thematic analysis, also comparative analysis.

The following methods have also been used to study the research material:
the descriptive method — in order to distinguish units that denote the category of
the absurd; the method of distributive analysis — for dividing the selected units
(secondary segmentation) into such word forms with the purpose of their analysis,
classification and interpretation for the usage of the data obtained during the for-
mal description of the structures that denote the category of the absurd; the method
of syntactic transformation — to identify those features of the structures of the ab-
surd categories that are not explicitly available in the analyzed plays. In addition,
the elements of quantitative analysis were used in order to determine the frequency
of models of the investigated structures and their components and the characteris-
tics of the correlation between the obtained indicators.

The results of the research and their discussion. As a playwright Shake-
speare began to write from the late 80-ies of the XVI-th century. Researchers be-
lieve that for the first times he worked out with the aim to “upgrade” existing piec-
es, and only then proceeded to create their own plays. Shakespeare’s plays were
very popular, although his name was not well known at that time, because the
viewer drew his/her attention primarily to actors.

The creative way of Shakespeare is divided into three periods. In the first pe-
riod (1591-1601) he created the poems “Venus and Adonis” and “Lucrece” (“The
Rape of Lucrece”), sonnets and almost all historical chronicles, with the exception
of “King Henry VI” (1592). Also W. Shakespeare wrote three tragedies, such as:
“Titus Andronicus”, “Romeo and Juliet” and “Julius Caesar”. The most character-
istic feather of this period was the comedy of fun (“The Taming of the Shrew”,
“Much Ado About Nothing”).

The peak of English poetry of the Renaissance and the most important mile-
stone in the history of world poetry have become the sonnets of Shakespeare. By
the end of the XVI-th century sonnet became the leading genre in English poetry.
Shakespeare’s sonnets, in their philosophical depth, lyrical power, dramatic feel-
ings and musicality, occupy the outstanding place in the development of the art of
sonnets of that time.

One hundred and fifty four sonnets created by Shakespeare combined the
image of a lyrical hero singing his loyal friendship with a lovely young man and
his stick and a painful love for a dark-skinned lady. Shakespeare’s sonnets include
a lyrical confession; the hero tells about the life of his heart, about his conflicting
feelings; it is a passionate monologue that angrily exposes the hypocrisy and firm-
ness that dominated the society, and opposes them there are inevitable spiritual
values, such as Friendship, Love and Art.
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The essence of the genre of historical chronicles is the dramatic depiction of
real events of national history. Unlike the tragedies, where W. Shakespeare accord-
Ing to the interests of a general plan, was departed from the exact representation of
historical facts, the chronicle was characterized by a faithful reproduction of histor-
ical events, which, however, involved the artistic premise and the artistic transfor-
mation of the linguistic material.

Similarly, in the first period of a creative process, along with historical
chronicles, W. Shakespeare created cheerful, optimistic comedies, in which a per-
son acted as the creator of his/her happiness, overcoming sometimes complex dra-
matic situations.

The second period (1601-1608) was marked by the interest for tragic con-
flicts and tragic heroes. In such a way W. Shakespeare created tragedies: “Hamlet”,
“Othello”, “King Lear”, “Macbeth”, “Antony and Cleopatra”, “Coriolanus”,
“Timon of Athens”. Comedies written in this period already bear of tragic glare; in
the comedies “Troilus and Cressida” and “Measure for Measure” the satirical ele-
ment has been intensified.

The tragedies of W. Shakespeare are characterized by a deep penetration into
the historical essence of the tragic contradictions of his time. In the dramas of
W. Shakespeare, the social and political conflicts of the Renaissance era are truly
reflected. The deepest changes in W. Shakespeare’s life are associated with a gi-
gantic coup in history, when a new bourgeois system came to change in feudalism,
are the basis of the tragedies of W. Shakespeare. The author’s history is in the
sense of the main tendencies of a real struggle that unfolds between the Old and the
New, in revealing the tragic content of social relations of that time. According to
his naive and political views on the world, W. Shakespeare managed to show the
meaning of the people in the life of the society.

The tragic hero of W. Shakespeare is active and capable of moral choice. He
feels responsible for his own actions. If circumstances contradict the ideals of mo-
rality and violate them, the moral choice of the hero is in the struggle against cir-
cumstances, in the irreconcilability of evil, even if it leads to his own death. This
is, first of all, the most clear manifested in “Hamlet”.

In the third period of creativity of W. Shakespeare (1608-1612) he wrote
tragicomedies ‘Pericles”, “Cymbeline”, “The Winter's Tale”, “The Tempest”,
which reveal combined, compressed fiction and allegory. In the last period of his
activity W. Shakespeare remains faithful to the ideals of humanism, although he
did not have any illusions about the humanism of a new capitalist system. Without
realizing the embodiment of life, the ideals of humanism in Shakespeare’s creative
Imagination embraced the form of a dream about the future, about a wonderful,
fabulous new world. This dream, in the absence of the possibility of realizing it,
was embodied in the form of fantastic elements, pastoral scenes and allegories
characteristic of Shakespeare’s last period of his activity.

Understanding the absurdity of W. Shakespeare is largely due to the fact that
Shakespeare’s thought is “dissolved” in the images and situations of his plays, and
it is through this he was able to comprehensively fully disclose the characters and
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circumstances that the images created by the author were rich and complex as the
reality itself. That is why when different interpretations of Shakespeare’s plays are
offered, they are also diverse, and sometimes contradictory, as there are thoughts
of different people about the reality which is surround us.

So more and more it was understood in the world the value of W. Shake-
speare, each generation in a new way comprehended his works, and every person
interpreted W. Shakespeare in a new way. Deeper thoughts laid down by
W. Shakespeare in his play were increasingly revealed, his artistic skill became
more clearly evident.

The artistic system of Shakespeare’s drama was largely based on the tradi-
tions of a national theater, but to a large extent it was depended on its inheritance
to the ancient theater. The drama of classical antiquity was characterized by a
strict composition of construction. In the plays of ancient authors, the action, as a
rule, took place in one place and during a rather brief period, about in a week.
The plot, as a rule, contained only one event, depicted without any deviations. In
the tragedies of W. Shakespeare the action generally began on the eve of the solu-
tion of the conflict.

To a large extent, thanks to the presentation of the absurd, also absurd
tendencies the plays of a great English writer William Shakespeare has a world-
wide significance. Shakespearean genius is dear to all mankind. The world of ideas
and images of humanist poets in general is enormous, and the worldwide signifi-
cance of W. Shakespeare is also in realism and the nation’s creativity. Thus,
W. Shakespeare developed the basic principles of the Renaissance drama, his dra-
ma concept was formed on the basis of a complex synthesis of the Renaissance
historiosophy and the Old Testament concept of a free human person. As a Renais-
sance artist, the playwright updated the person’s free personality and emphasized
her/his ultimate victory over the whole world.

However, in the image of W. Shakespeare a person, trying to achieve his/her
goal, constantly faces opposition from the other people who nullify his/her free
personality. This counteraction may be absurdly aware by another person (for ex-
ample, in the “Hamlet” King Claudius deliberately acts against the prince and pre-
vents him from implementing a plan of revenge), but also it can be unconscious (in
comedies, in “Romeo and Juliet”). Then we say that the unconscious opposition
represents the role of absurd randomness. The Man is powerless against the certain
accident; he/she can take into account causal relationships only in the immediate
proximity of himself/herself, but he/she can not foresee the interference of distant
forces that destroy his/her life or make a chaos and feel confusion because of it.

In this absurdly hidden nature of causal relationships lies, according to
W. Shakespeare, the uncertainty of human existence, which may even become
tragic. This corresponds to the Old Testament concept of interference of higher,
unidentified forces in a human life. Thus, the Biblical character of Abraham was
carefully built by his welfare step by step, but the result of his righteous way of life
was completely unforeseen for him: Yahweh demanded that he was sacrificed to
Jacob. But this time the result was unexpected because Yahweh saved Isaac. On
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the other hand, the rule of chance can be the cause of comic disorder (as, in partic-
ular, in comedies).

In essence, Tragic and Absurd have one basis, as W. Shakespeare mean. In
his comedies, as a rule, we find only one thing among comedic collisions, where
events develop with dramatic acuteness (“Much Ado About Nothing”, “A Mid-
summer Night’s Dream”); at the same time, comedic situations and comic charac-
ters are often used in tragedies, and some tragedies to a certain place develop under
the laws of comedic conflict (“Romeo and Juliet”). Some tragedies are written ac-
cording to the plots of comic Italian novels (“Othello”).

Consequently, the absurdity is a dominant pathos throughout the Renais-
sance, which expresses the liberation of the Person. Through comic sense a Person
Is internally emancipated from the power of spiritual dogmas, moral pressure and
so on. But, being freed from dogma, the pressure or spiritual yoke, a person faces
the difficult task of making decisions independently and bearing the burden of re-
sponsibility, independently anticipating all the consequences of their actions. And
here there is the aspiration of another person to a similar spiritual emancipation,
often it is in some a way anarchist free affirmation of his/her own will. These indi-
vidual components of personal freedom of internally emancipated people as a re-
sult of chance occur, take completely opposite sides and come to a situation of in-
evitable collision. From the will of the Renaissance W. Shakespeare depends heav-
ily on exploring the tragedy. So, from the same material, he can make both a trage-
dy and a comedy, however, in the first and in the second cases, the absurd will be
presented in each of his play.

The concept of randomness and absurd concealed causal relationships was
also reflected in the composition of Shakespeare’s plays. In such a way
W. Shakespeare likes to deploy several plot lines at the same time, which not only
“interfere” with each other. On the stage, of course, it is impossible to show these
lines simultaneously, so W. Shakespeare alternates them and shows them in the
form of small fragments of the events. This creates an effect of emotional stress
and expectation. But this also contains the ideological meaning. No one is given
the chance to guess the true logic of events in advance. The consequence is con-
stantly removed from us, it is separated from its cause, hiding behind randomness.

The structure of the dramatic story of W. Shakespeare is also rather difficult,
given the practice of crossing several plot lines. Often the author applies an absurd
oversleep; in particular, in “Romeo and Juliet” this is a cry of Paris to Juliet and
the consent of the girl. At the same time, we know about the romance of Romeo in
Rosalyn; therefore, the viewer is ready to monitor the development of these inter-
actions. However, the true tie is only at the end of the first action; for this result the
playwright introduces something like a discussion (a ball in the house of Capulet,
on which the both couples have a conscious intention to meet), and it causes events
in a completely different direction. But if the line Romeo — Rosalina “rolls” right
after the scene of the ball, then the Paris — Juliet line continues to grow actively
and ends its completion at the end of the play, when Paris dies near the crypt, pro-
tecting the honor of the bride from the rage (the last one is Romeo). So, we can talk
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about a certain ambiguity of the solution, which has so called “shifted center”. The
dramatist strives to complete the development of all story lines in about one time
and spatial paradigm.

The example of an absurd plot we also find in “Hamlet”, where the appear-
ance of a ghost is a night watch and the prince himself is associated initially with
the War of Fortinbrass. The true meaning of the night event is revealed only in the
last part of the 1-st action, which can be considered as a real plot. However, the
line of Fortinbrass does not disappear, moreover, the appearance of Fortinbrass
with the army completes the whole play.

The problem of climaxing in plays of W. Shakespeare is also uneasy. In such
understanding is “Othello”, where literary denouement is with the absurdly dis-
placed center (the murder of Desdemony and the death of Othello) leads to a com-
plex semantic climax. It’s not simple just to point to the culmination of the events
in “Romeo and Juliet” because here the tragic death in the crypt becomes into
the image of a peculiar apotheosis of truth over the bodies of lovers. For W.
Shakespeare who is a supporter of a strong monarchical power a significant
number of plays ends with a solemn scene of the appearance of the lord, whose
mouth proclaims truth, justice, new order. Also we can argue that for Shake-
speare the accident is necessarily to enter the catharsis, which, however, also has
absurd characteristics.

Consequently, thanks to the absurdity, W. Shakespeare reveals new facets,
new depths and, at the same time, tragedy in Renaissance dualism. The official sta-
tus of a Man W. Shakespeare considered unreal, temporary. The negative charac-
ters in his drama are people who seek to conquer or strengthen their official status.
Such a life goal in the plays of W. Shakespeare is false, perverse, leads eventually
to a vital defeat. In order to achieve these deceptive purpose, such people often are
drown in natural feelings or sacrifice natural connections, that is, in such a way,
they kill their natural essence.

Also thanks to the absurd, absurd play of words W. Shakespeare transmitted
the national color of English reality, the nature of English folk culture. No one ear-
lier could have been so colorful, with the help of absurd tendencies, had a possibil-
ity to depict the course of the history itself, to show different layers of the society
in a single dynamic system. Thanks to the absurdity, Shakespeare portrayed in his
writings the turning point of the era, a dramatic struggle between the Old and the
New. His writings reflected the movement of history in its tragic contradictions

Having understood the absurd frames, explicated in the plays of W. Shake-
speare, we have identified the psycholinguistic mechanisms of expressing the ab-
surd meaning by the writer. These are such mechanisms as:

1. The explication of absurd frames which are in the consciousness of the person.

2. The expression of the image of absurd in terms of random details, arche-
types, metaphorical contexts.

3. The explication of the absurdly hidden nature of causal relationships,
which appear to be evident as a result of the author’s usage of certain lexical units,
lexical-stylistic means, etc.
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4. The presentation by the author an absurd plot.

5. The presentation by the author literary denouement with the absurdly dis-
placed center.

Conclusions and further perspectives of providing our researches. Con-
sequently, it should be noted, above all, that the understanding of the absurdity
arises as a result of the transforming the tense context of the work into quite obvi-
ous semantic frames. Under such conditions, the witty absurdity will include the
fact that the reader first perceives a work for the truth that misleads him, and then
turns into persistent absurd frames which are fixed in the consciousness of the Per-
son. Such frames, in turn, can be understood by the reader as containing nonsense,
senselessness, can lead to the creation of stable cliches (built on the principle of
“game of ideas”, “game of words”), which, in turn, become structural components
of the consciousness of the Person. The last we’ll describe in details in further our
publications.
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Mykhalchuk N.O., Antyukhova N.I. Psycholinguistic mechanisms of the explication
of the category of absurd in the plays of W. Shakespear. The article deals with a rather com-
plicated problem, such as the explication of the category of absurdity in plays of W. Shake-
speare. It was noted that understanding the absurdity of W. Shakespeare was largely due to the
fact that Shakespeare’s thought was “dissolved” in the images and situations of his plays, and it
was through this he had been able to comprehensively fully disclose the characters and
circumstances that the images had been created by the author had been rich and complex as the
reality itself. It was stressed that so more and more it had been understood in the world the value
of W. Shakespeare, each generation in a new way had comprehended his works, and every
person had interpreted W. Shakespeare in a new way. Deeper thoughts laid down by W.
Shakespeare in his play were increasingly revealed, his artistic skill became more clearly
evident. The problem that is dominant in this article was largely solved by the fact that the
artistic system of Shakespeare’s drama had been largely based on the traditions of a national
theater, but to a large extent it had been depended on its inheritance to the ancient theater. The
following points were taken into account: the drama of classical antiquity was characterized by a
strict composition of construction; in the plays of ancient authors, the action, as a rule, took place
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in one place and during a rather brief period, about in a week, the plot, as a rule, contained only
one event, depicted without any deviations; in the tragedies of W. Shakespeare the action
generally began on the eve of the solution of the conflict. It was emphasized that in the image of
W. Shakespeare a person, trying to achieve his/her goal, constantly faces opposition from the
other people who nullify his/her free personality. This counteraction may be absurdly aware by
another person. Then we say that the unconscious opposition represents the role of absurd
randomness. It was stressed that in this absurdly hidden nature of causal relationships lied,
according to W. Shakespeare, the uncertainty of human existence, which might even become
tragic. Having understood the absurd frames, explicated in the plays of W. Shakespeare, we have
identified the psycholinguistic mechanisms of expressing the absurd meaning by the writer.
These are such mechanisms as: 1. The explication of absurd frames which are in the
consciousness of the person. 2. The expression of the image of absurd in terms of random details,
archetypes, metaphorical contexts. 3. The explication of the absurdly hidden nature of causal
relationships, which appear to be evident as a result of the author’s usage of certain lexical units,
lexical-stylistic means, etc. 4. The presentation by the author an absurd plot. 5. The presentation
by the author literary denouement with the absurdly displaced center. It was proved that the
understanding of the absurdity arises as a result of the transforming the tense context of the work
into quite obvious semantic frames. Under such conditions, the witty absurdity will include the
fact that the reader first perceives a work for the truth that misleads him, and then turns into
persistent absurd frames which are fixed in the consciousness of the Person. Such frames, in
turn, can be understood by the reader as containing nonsense, senselessness, can lead to the
creation of stable cliches (built on the principle of “game of ideas”, “game of words”), which, in
turn, become structural components of the consciousness of the Person.

Keywords: the absurd, the absurd meaning, absurd frames, random details, archetypes,
metaphorical contexts, an absurd plot, literary denouement with the absurdly displaced center.
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KPEATUBHICTbD SIK BATOMA XAPAKTEPHUCTHKA THHOBAIIIMHOI
JAIAJIBHOCTI BUKJTATAYA BUIIIOI IIKOJIN

Mimmxa JI. I1. KpeaTuBHicTh sik BaroMa xapakrepucTuka iHHOBaUiiiHOI qisibHOCTI
BHKJIAa4a BUILIOI IIKOJM. Y CTaTTi MiAHIMAEThCS MPoOIeMa KpeaTUBHOCTI SIK CKJIaJI0BOT 1HHO-
BaIlliTHOT AISUTHHOCTI BUKJIaJa4a BUITY. PO3KpHUBAIOTHCS MCUXOJIOTIYHI OCOOIMBOCTI KpEaTHBHOC-
Ti BUKJIaJla4ya yepe3 aHali3 oro ocoOUCTICHUX ocoOnuBocTeil. Baroma posb BIIBOAUTHCS TaKUM
CKJIQJIOBUM SIK MOTHBAIlIiHI YUHHUKU Ta TOTOBHICTH I€Jarora BHINOI IIKOJU J0 PO3BUTKY, Ca-
MOBJIOCKOHAJICHHS Ta 0Oe3mepepBHOI OCBITH. TBOpYa 1HAMBIAYAIbHICTh MEJarora MpeacTaBieHa
Ha pI3HUX pIBHAX 1i cTaHOBIeHHs. [IpoBeneHe AoCIIIKEHHST Ha MaTepiail CTyJIeHTChbKOI MOJIOAI
MiATBEPINIO OCHOBHI TEOPETUYHI MOJOKEHHS B OIMKUCI TICUXOJIOTIYHOTO MOPTPETY KPEaTUBHOTO
BUKJIaayda. [lepcnekTuBy nmoaaibIIuX JTOCIIKEHb aBTOp BOayae y po3poOili METOAIB PO3BUTKY
KpeaTUBHOTO MUCJICHHS BUKJIa/1a4yiB BUIIOI IIIKOJIH, & BIATAK, 1 CTYJEHTCHKOI MOJIO/II.

Ku1ro4oBi cJji0Ba: KpeaTuBHICTh, KpEAaTHBHE MUCIICHHS, BUKJIa[a4y BUIIOI IIIKOJIM, 1HHOBAITIH-
Ha JISUTbHICTh, OCOOUCTICHI PHCH, MOTUBALIIIHI YNHHUKH, O€3MepepBHAa OCBITA, CTYICHTChKA MOJIO/Ib.

Mummxa JI. II. KpeatuBHOCTh Kak BecOMasi XapaKTepPUCTHKA HWHHOBALMOHHOM
AesATeIbHOCTH NpenojaBaTes BbICIIeH MKO0JbI. B craThbe mogHMMaeTcst mpobiiemMa KpeaTuB-
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