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LIGHT — DARK, a Takxe BbIBICHUS KOPPEISITUBHBIX OMNIMO3UIIMIA B COZHAHUM TOBOPSIIMX. B craThe paccMoTpeH Bompoc
00 YHHBEPCAJIbHOCTH JTAHHOTO TPOTHUBOIOCTABJICHMUS, & TAKKE PA3JIMYHbIE CTPATErMH HOMHHALMU C6EMI020 U MEMHO20.
[IpoanamusupoBano coorHomreHne ommosuin LIGHT —DARK  co 3puTensHBIM BOCIPUSITHEM U MEHTAIbHBIMU
XapaKTePUCTUKAMU MO pe3yNIbTaTaM aCCOLMATUBHBIX AKCTIEPUMEHTOB. B3auMonelcTBHe 3TUX KOMIIOHEHTOB B SI3BIKOBOM
KOHIIENTYaJIN3allY TPUBOANT K BO3HUKHOBEHHIO CIIOXKHOHM OMIO3MIIMOHHONW MeTadophl: ¢ ofHOM cToponsl, 30 CBET —
3PEHUE — 3HAHMUE, a ¢ npyroit mM npotusonoctasieHsl TBMA — OTCYTCTBUE 3PEHIA (BUAEHNA) - HE3BHAHVEE,
HEOITPEAEJIEHHOCTD. Beissnens! ceszu nporusornocTaBichus LIGHT — DARK B cucreMe OMHAPHBIX OIIO3WIIMMA, B
YaCTHOCTH C TaKMMH HPOTHBOIOCTABICHUSMH, KaK OeHb — HOUb, COIHYE —MeCsY, Oelblll — YepHblil, HebO — 3eMIIsl, CUACTIbE —
Hecuacmusl, J#CU3Hb —CMepmb U HEKOTOPBIMH ApyruMH. [IpoaHamM3upoBaHbl peakiiy, BBIPOKAIONME OLEHKY U 3MOLMH,
CBSI3aHHBIE C 3TOW OINMO3MIMEH B CO3HAHMM T'OBOPSIIMX. YCTaHOBJEHO, YTO B3aWMOJEHCTBHE KOTHUTHUBHOIO MEXaHI3Ma
TIPOTUBOIIOCTABJICHUSI M KOHLIENTYaJ bHOH MeTadopbl, KOrlia, ¢ OJHOM CTOPOHBI, B MeTa()OpHIECKOM OOMEHE Y4acTBYIOT
TIOJIOXKHUTEIIHHO, @ C JIPYrod - HeraTMBHO MapKHUPOBaHHbBIC WICHB! Pa3NIMYHBIX OMHAPHBIX OIMIO3UIIMH, CO3JACT OCHOBY JUIS
(hopMHUPOBAHUSI CIIOKHON CHCTEMBI MeTaop, KOTOPbIE MOYKHO HA3BaTh OMIO3UIMOHHBIMH.

KnioueBble ciioBa: OuHapHas ONIO3MIMS, AacCOLMATHBHBIA OKCIHEPUMEHT, KOTHUTHBHBIH MEXaHH3M,
KOHIIENTyanbHasi MeTadopa, YHUBEPCAIBHOCTb.
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SPEECH-AND-MUSIC WORK AS A MULTIMODAL TEXT:
PATTERNS OF SPEECH AND MUSIC COMPLEMENTARITY

The article deals with speech-and-music work as a multimodal text created by the synthesis of speech and music,
which is integrated and processed by the mind of the recipient in a single universal-subject code of thinking, for the
implementation of a communicative-aesthetic or entertainment function that has self-sufficient artistic value and is broadcast
to the listener in conditions of live communication or with the help of technical means. In the article, the generation,
actualization and perception of speech-and-music work is considered as a synergetic mechanism consisting in the integration
of the verbal and musical cultures of the author under the influence of his psychic energy excited by the extra-linguistic
factors, and the oral rendering of speech-and-music work takes place through the interaction of phonetic, lexical and syntactic
means of language and music components. At the same time self-development of communicative-cognitive and speech-
thinking processes in the spheres of the sender’s spiritual being during the generation of speech-and-music work and in the
receiver’s one in the process of its perception is considered as such, in the course of which the key influence of the parameters
of order, namely speech and musical culture, is exercised. On the basis of the data obtained during the theoretical and
experimental-phonetic processing of the proposed invariant model, variant models of the generation, updating and perception
of speech and music as multimodal text were developed: a model of balanced interaction of text and music, the model of
speech dominance, the model of music dominance, and the model of reverse interaction between verbal and melodic
components. Thus, in the work the most recurrent variant model of the parity interaction of text and music is presented and
analyzed, and on the example of the song “Memory” from E. L. Webber’s musical “Cats” the mechanisms of generation,
actualization and perception of the speech-and-music works of this type are revealed. The expediency of studying the
interaction of speech and music on the example of multimodal texts, which, besides the verbal and melodic component, also
have iconic features, such as musicals, video clips, TV ads, etc., is promising and will allow us to deepen the knowledge about
the interrelation of speech and music.

Key words: intonation, multimodal text, music, speech, speech-and-music communication, speech-and-music work,
synergetic model.

Introduction. Speech-music relations is an enormously broad area of research involving a wide
range of scholars: philosophers (Plato, Aristotle), linguists (D. Bolinger, R. Jacobson), musicologists
(T. Adorno, L. Bernstein), neurolinguists (N. D. Cook, A. D. Patel), neurologists (S. Koelsch,
J. Sloboda), etc.
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Explored from various perspectives, speech and music alliance proves to be most favourably
manifested in speech-and-music works which we define as a product of speech-and-music
communication, a complex integrated means of communication created through the synthesis of speech
and music for the implementation of a communicative-aesthetic or entertainment function that has self-
sufficient artistic value and is broadcast to the listener in conditions of live communication or with the
help of technical means.

The study of speech-and-music works definitely falls within the field of multimodality [11,
p. 189], since it involves the complex interweaving of word, image, gesture and movement, and sound,
including speech, combined in different ways and presented through a range of media [1]. Moreover, the
act of listening to a speech-and-music work is considered a deep, rich multimodal experience [12, p. 14].

The ideas presented above and also the ultimate problem of understanding how exactly language
and music interact within a song animated an experimental phonetic research during which we
compared components of speech and music and their integrated functioning within a song. Thus, the
objective of this paper is to investigate a song as a multimodal text and identify the patterns of speech
and music complementarity within it.

Speech-and-music work as a multimodal text: a brief overview. The meaning and pragmatic
potential of the speech-and-music works are developed by the interaction of heterogeneous semiotic
systems which in their turn are united and processed by a recipient into a certain coherent entity. Most
scholars argue that within this entity the music component always dominates over the verbal one: words
are merely the means of melody vocalization [10, p. 19-54]. Others claim that the verbal component
helps to make melody less semantically ambiguous [6, p. 48], since as compared to a musical one it is
more informative: a recipient becomes aware not only of intensity and modality of the expressed
emotions but also of reasons, background and details of the situation described in a song.

Multimodal, or polycode texts, are of great interest since inherently different information—
verbal, sound and iconic — integrates and is further processed by individual’s consciousness into one
universal subject code of thinking / mind code [9, p. 4]. Moreover while being perceived a multimodal
text undergoes double or even triple decoding, i.e. having retrieved the visual and audio concepts an
individual’s mind lays them over the verbal concept —these concepts overlap thus generating the overall
pattern of a multimodal text.

It lines up with the interpretation of a song as a special meaningful space created by the
intermingled codes, such as paraverbal (extralinguistic factors; performance conditioned by a
performer’s certain mental / psychological state), musical (specificity of music form, structure,
rendering), verbal (on the level of lexis and syntax), and emotive codes (expression of emotions)
[8, p. 142]. It can be argued that the combination of meanings stemming from these three semiotic
resources (lyrics, music, image) results in a new blended discourse space [2; 3] in the song which is
more communicatively effective than other type of monomodal discourses.

Methods and methodology of research. Perceiving speech-and-music work as a multimodal
text enabled us to analyze its generation and perception by analogy with verbal communication, since its
actualization i1s one of the real acts of communication. Thus, it can be described as the set of such
operations as the generation of a message — its encoding — transmitting — receiving and decoding.

Bearing the said in mind and also believing that singing much as speaking is a purely synergetic
process [7, p. 55], we developed a synergetic model of speech-music communication (Fig.1). As the
methodological basis for the formation of this model we used the idea of sender’s and receiver’s speech-
and-music cultures overlapping as a compulsory requirement for communication. Since verbal and
music cultures are separate components of an individual’s spiritual world, we used the image of the
overlapping of two spheres — sender’s and receiver’s supersubstantial cultures [4, p. 15], which makes
communication possible.
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Fig. 1. Synergetic model of speech-music communication

Within each of the aforementioned spheres, the triangles depict the overlapping of synergetic
models of both sender’s and receiver’s supersubstantial being [5, p. 234-241]. Inside the
supersubstantial being pyramid (Fig. 2) we can see a system of individual’s supersubstantial being,
which includes the existential, mental and transcendental subsystems whose functioning is controlled by
the consciousness (point C on the model).
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Fig. 2. Model of synergetic process of speech-and-music work generation
and actualisation in sender’s supersubstantial sphere

The shell of the system is formed by the sender’s verbal culture, musical culture and the area of
sender’s intentions. Within the system the self-development of the synergistic mechanism of speech-
and-music work’s generation and actualization takes place, which is reflected in the model in the form
of the attractor structure 1-C. The inclination of the attractor either to the area of verbal culture or and
music one determines the pattern of speech-music interaction within a song. Thus, we can distinguish
between (1) balanced pattern of speech-music interaction, (2) the prevalence of speech and (3) the
prevalence of music.

The developed models were substantiated by an experimental phonetic research, in the course of
which (1) informants sampled the suggested songs according to three patterns; (2) the songs underwent
phonetic (auditive and acoustic) and lexical analysis to reveal the consonance and dissonance of speech-
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music interaction within each song; (3) the synergetic model of speech-music communication was
applied to each song.

Results and Discussion. The cognitive interpretation of the results of experimental phonetic
study of songs confirms the existence in the four variant models of speech-music communication, which
can be characterized by the balanced speech-music interaction, the prevalence of either speech or music
and their reversal decoding.

The results of the empirical verification revealed the highest recurrence of speech-music
communication according to the model of balanced speech-music interaction. A typical picture of such a
model is presented in the work as two attractor structures of self-development of communicative-
cognitive and speech-thinking processes occurring in sender’s and recipient’s minds during their
speech-music communication (Fig. 3).

A synergetic self-development of speech-music communication, which takes place in
accordance with the model (Fig. 3), can be illustrated by a well-known song “Memory” from Andrew
Lloyd Weber’s Cats the musical. The analyzed song, which is the culmination of the entire musical, is
performed by an unhappy, worn-down-by-life cat Grisabella, who, however, once was a graceful and
glamorous one. Looking back at her luxurious past with nostalgia, she still believes in the bright future
and expresses her resolve to start a new life. Such a combination of negative and positive emotions,
optimism and pessimism in Grisabella’s thoughts is reflected in the prosodic pattern of the song, the
synergetic development of speech and music components of which is depicted in the model in the form
of a structure attractor 1-C.
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Figure 3. 4 synergetic model of balanced speech-music interaction
(illustrated by a song “Memory” from Cats the musical)

The impetus to create the lyrics for “Memory” was given by T.-S. Eliot’s poem “Rhapsody on a
Windy Night”. It made the author think about the problem of person’s connection with their past, with
the memory that forms the personality. The emotions that arose as a result of this resulted in the
emergence of chaos (point 1) in the sphere of his existential being. It is obvious that the author's mind
output from the chaos of the first bifurcation point resulted in the desire to emphasize on the problem of
loneliness, which the author implements with the help of such lexical units as midnight, memory, all
alone, to moan and the corresponding prosodic pattern: moderate tempo with a tendency to slowdown,
moderate loudness, legato-like rhythm, gradually decreasing stepping scale, variety of falling terminal
tones, long pauses at the junction of intonation groups, average intensity and narrowed pitch range.
However, despite the song’s melancholy mood, its timbre is perceived as light. This is primarily due to
the fact that along with the mentioned lexical units, the author uses of the words of contrasting
connotation, for example, smile, beautiful, happiness. The interaction of these language means is
realized in combination with musical accompaniment in the D-flat major key, which is usually qualified
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as both light and sad simultaneously. As a result of the exit of the author's psyche from the point (1) of
its existential chaos, a partial attractor (1-2) emerges, the deviation of the end point (2) of which to the
verbal culture indicates the selection of appropriate verbal means of expressing his emotions.

At the second bifurcation point (2) in the depths of emotional chaos, the next partial attractor (2-3)
is conceived, the final point of which (3) approaches the music culture to the greatest possible extent. This
may indicate that the used verbal means do not allow the author to express his feelings to the fullest. In
order to strengthen his intentions, he switches from the D-flat major key to the parallel B-flat-minor key.
Obviously, such a switch is fully consistent with the intentions of the author, since the combination of
D-flat major and B-flat minor within one song usually conveys both pain and pleasure, confusion of
emotions, when a person cannot laugh, but smiles, does not cry but is upset at the same time. The
emergence of such a contrast of keys, combined with the use vocabulary with negative connotation
(fatalistic warning, burnt out ends, stale, cold) contributes to the rise of the emotional-and-pragmatic
potential of the song and has an extremely powerful suggestive potential.

After the third bifurcation point (the output of the system from chaos), self-development of the
system based on the emotional-and-rational type of thinking continues in the mental sphere of the
author’s spiritual being. Due to the predominance of rational thinking energy, the partial attractor (3-4),
compensating for the effects of emotions, slightly deviates towards the choice of appropriate verbal
means. The deviation of a partial attractor (4-5) towards music culture may well indicate that as a result
of chaos, the composer’s transcendental thinking prompted him to turn to musical instruments to fully
communicate his intention. Thus, the last verse of this song, which conveys hope for the bright future
(Look, a new day has begun), is performed with the increased loudness, increased fundamental
frequency together with the extended pitch range and intensity, accompanied by an orchestral part of
wind instruments and string musical instruments.

After the last bifurcation point (5), the self-development of song generation process finishes in
the sender’s psychic system and its results materialize in the sound form (vector C-C ') under the
control of logical thinking (point C).

The general picture of self-development of the cognitive process of perceiving and decoding of
“Memory” by the addressee is given in the right part of the model (Fig. 3) in the form of the attractor
structure (1-C'). By the nature of the trajectory of the attractor movement, which almost reflects the
attractor structure (1-C), it is obvious that the meaning of the song was appropriately decoded by the
recipient.

Conclusions. The presented research demonstrates an inextricable link between speech and
music which is perfectly well manifested through their integrated functioning within a song. Being a
great example of multimodal interaction, songs are arguably an interesting area of multimodal research,
yet the investigation can be even more fruitful if other modes are added, for instance, visual mode.
Therefore music videos, musicals, commercials comprise a promising field for further study.
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Mapuenko BasenTnHa. PedyeMy3bIKajdbHOEe MPOW3BeNeHHE KAK MYJLTHMOJAJBHBIA TEKCT: 0COOEHHOCTH
B3aHMOJIECIHCTBUA pedd M MY3bIKH. B crathe pacCMOTPEHO pedeMy3BIKAILHOE NMPOM3BENCHHE KaK MYJIbTUMONAIBHBIN
TEKCT, CO3J[aHHBIN MTyTeM CHHTE3a PEUH U MY3BIKH, KOTOPbIC HHTCTPHPYIOTCS M ITepepadaTHIBAIOTCS CO3HAHUEM PEIMITMCHTA
B CIUMHOM YHHBEPCATIBHO-TIPEIMETHOM KOJAE MBIIUICHUS JUIS PEATU3allid  KOMMYHHKATHBHO-3CTCTHUYCCKON —WIIH
Ppa3BieKaTeNbHON (DYHKINH, UMEIOIMI CaMOOCTATOYHYIO XY/I0)KECTBEHHYIO IIEHHOCTh U TPAHCIUPYIOIIUICS CITYIIATEIO B
YCIIOBHSIX JKMBOTO OOIICHHMS WIIH C TIOMOIIBIO TEXHUYECKUX CPENCTB. B craThe MopoxaeHue, akTyalnu3alys U BOCIPUSITHE
PEYEMY3BIKATLHOTO TIPOM3BEACHHS PACCMATPHBAIOTCI KaK CHHEPIeTHUCCKUI MEXaHM3M, 3aKIFOUYAFOIIMICS B WHTETPAIUU
BEpOATLHOM M MY3BIKAJIBHON KyJBTYp aBTOpa IIOA BJIHMSHHEM BO30Y)KIAeMOW ITO3aJMHIBAIBHBIME (DaKTOpaMH €ro
MICUXUYECKOW SHEPrHH, a YCTHAs aKTyalu3alys IMPOM3BEICHHS MPOUCXOAUT ONarofaps B3aWMOICHCTBUIO (DOHETHYECKHX,
JICKCHYCCKUX M CHHTAKCHYCCKHMX CPCICTB S3bIKA M MY3BIKAIBHBIX KOMIIOHGHTOB. IIpu 3TOM caMopa3BUTHE
KOMMYHHKATUBHO-KOTHUTUBHBIX ¥ PEUYEMBICIHUTEIBHBIX IIPOIIECCOB B cepaX AYXOBHOTO OBITHS aapecaHTa IIpH
TIOPOXKIACHUH PEYEMY3bIKATLHOIO IPOM3BENICHNS U aJipecara B IPOLIECCe €ro BOCIPHUSTHS, pacCMaTpUBAETCs KaK TaKOW, Ha
XOJl KOTOPOrO OKa3bIBAFOT PEIIAIONICE BIMSHHE MapaMeTphbl HOPsIKa, a UIMEHHO pedeBas M My3bIKajbHas KylbTyphl. Ha
OCHOBC JTAHHBIX, TOJIYYCHHBIX BO BPEMsI TEOPETHUYCCKON M IKCIEPUMEHTAIHLHO-(OHETHIESCKONH 00pabOTKU TPeT0KESHHOM
WHBapUaHTHOW MO, OOHAPY)KEHO WHBapUAHTHBIC MOICIM IOPOXKICHHUS, AaKTyaJM3alldd W BOCIIPHSTHS
PEYEMY3BIKAILHOTO TMPOM3BEACHHA KaK MYJIBTHMOJAIBHOIO TEKCTa: MOJIEIb IMAPUTETHOTO B3aMMOJCHCTBHS TEKCTa W
MY3bIKH, MOJENh JOMHHHPOBAHUS PEUYM, MOJCTh IPeoONialaHie MY3BIKH M MOJEIb PEBEPCHBHOTO B3aMMOICHCTBHS
BepOaJbHOM M MENIOMUYHON COCTaBILSIOIIMX. B pabore mpescraBieHa M MpoaHAIM3MpPOBaHA HauOollee peKyppeHTHas
BapUaHTHAas MOJENb MMAPUTETHOrO B3aWMOICHCTBUS TEKCTAa M MY3BIKHM: Ha mpuMmepe necHu «Memory» u3 Mrosukia O. JI.
VY300epa «Komkmy pacKphIThl MEXaHU3MBI TIOPOKICHHS, aKTyaJH3allid W BOCIPHSITHE IIECCH TAKOrO THIA. YKa3aHO
1IETIECO00PA3HOCTh U3YUCHHS B3aUMOZCHCTBHS PEYH M MY3bIKH Ha MPUMEPE MYJIBTUMOJAIBHBIX TEKCTOB, KOTOPHIC KpOME
BEepOATLHOM M MEJIOMUYCSCKOM COCTABIIIONICH, MMCIOT €IIe W HMKOHHYECKYIO, HATPUMEP, MIO3HKIBI, BUICOKIIHUIIBI,
TEJICBU3UOHHBIC PEKJIAMEI U T. I1.

KxroueBble CJIOBA: WHTOHAIWS, MY3bIKA, MYJIBTUMOINAJIBHBIA TEKCT, PeUb, PEUCMY3bIKATbHAS KOMMYHHKAIIHS,
peYEeMY3bIKATLHOE TIPOU3BEACHIE, CHHEPIeTHUYCCKast MOJIENb.

Marchenko Valentyna. Speech-and-Music Work as a Multimodal Text: Patterns of Speech and Music
Complementarity. Y crarTi po3rIsiHyTO MOBJICHHEBO-MY3HYHHI TBIp SIK MYJIBTHMO/IANIBHUIN TEKCT, CTBOPEHHUI Yepe3 CHHTE3
MOBJICHHS i MY3HKH, 1110 IHTETPYIOTHCA 1 IIEPEPOOIISIOTHCS CBIJIOMICTIO PELMITIEHTA B €IMHOMY YHIBEPCATEHO-TIPEIMETHOMY
KOJIi MHCJICHHSI [T peajizallii KOMyHIKaTHBHO-eCTeTUYHOI a00 POo3BaKalIbHOI (PYHKIIIT, SKUI Ma€ CaMOJOCTATHIO XY/I0XKHIO
LIHHICTh 1 TPAHCIIOETHCS CITyXadyeBl B yYMOBaX >KMBOTO CHUIKYBAaHHS a00 3a JIOIIOMOIOI0 TEXHIYHHMX 3aco0iB. Y cCTarTi
TIOPODKEHHS, aKTyalli3awil i CIPUIHATTS MOBJICHHEBO-MY3UYHOTO TBOPY PO3IIISIAEMO SIK CHHEPreTHYHWIA MeXaHi3M, IO
TOJISIra€e B iHTerpanii BepOajbHOI Ta MY3MYHOI KyJIBTYpP aBTOpa il BIUIMBOM 30y/HKYBaHOI IMO3AIIHIBAILBHIME (DaKTOpaMU
HOro TCUXIYHOI eHeprii, a ycHa akTyali3alis TBOpPY BiIOyBaeTbCs 3aBISKH B3a€EMOii (POHETHYHHX, JIEKCUYHHX 1
CHHTaKCUYHUX 3ac00IB MOBH Ta MY3WYHMX KOMIIOHEHTiB. [Ipu I1bOMYy CaMOpPO3BHTOK KOMYHIKATHBHO-KOTHITHMBHHX 1
MOBJICHHEBO-MHUCIIEHHEBHX TIPOIIECiB Yy chepax JyxOBHOTO OYTTS ajpecaHTa Iij Yac MOPOPKEHHS MOBJICHHEBO-MY3HYHOI'O
TBOpY ¥ ajipecaTta y MpoIiieci Horo CIpHHHATTS, PO3TIIAEMO K TAKUH, Ha MEPeOir IKOro 3IHCHIOIOTh BUPIIIAIBHUI BIUTUB
rapamMeTpy MOpsAKY, a caMe MOBJICHHEBA Ta My3WYHA KyJAbTYpH. Ha OCHOBI JaHMX, OTpUMaHUX Il 4ac TEOPETHYHOro Ta
€KCIIePUMEHTAILHO-(DOHETHYHOTO  ONpAIIOBAHHS 3alpPOITIOHOBAHOI 1HBApiaHTHOI MOJIENi, BUSBIICHO iHBapiaHTHI MOZEII
TIOPO/HKEHHS], aKTyasli3allii Ta CIPUHHSATTS MOBJIEHHEBO-MY3MYHOTO SIK MYJIBTHMOAAIBHOIO TEKCTY: MOJENb MapHTETHOT
B3a€EMOJIT TEKCTy ¥ MY3WKH, MOJEIb JOMIHYBaHHS MOBJICHHS, MOJENb IIEPEBAKaHHS MY3MKHA Ta MOJENb PEBEPCHBHOL
B3aeMozii BepOaJbHOTO Ta MEJOMIMHOrO CKJIaAHMKIB. Binrak y mpaii NpeAcTaBIeHO i NpOaHaNi30BaHO HaHOLIbII
PEKYPEHTHY BapiaHTHY MOJIENb MAPUTETHOI B3a€MOIii TEKCTY i MY3UKHM Ta Ha MPUKIa mcHi «Memory» 3 mrozukiy E. JI.
BebbOepa «KoTm» pPO3KPUTO MEXaHi3MH TIOPOIKCHHS, aKTyalli3alii Ta CIPUHHATTA IICCHh TAKOro THITY. 3a3HAuYCHO
JIOIUTBHICTH BUBYEHHS B3a€EMOJIIT MOBJICHHSI i MY3MKH Ha TMPHUKIAII MYITTUMOJAIBHUX TEKCTIB, SIKi, KpiM BepOAIbHOTO Ta
MEJIOAIHHOrO CKJIAJHHUKIB, MAIOTh Il W IKOHIUHY, HAIPUKJIAJ, MIO3UKIIH, BiJCOKIIMH, TEJICBI3iiHI pEKJIaMH TOIIO, IO €
TIEPCIIEKTUBHUM 1 IAFOTh 3MOT'Y TIOTJIMOUTH 3HAHHS PO B3a€EMO3B’ 130K MOBJICHHS 1 MY3HKHU.

KunrouoBi ci1oBa: iHTOHALSI, MOBJICHHS, MOBJICHHEBO-MY3MYHA KOMYHIKallisl, MOBIICHHEBO-MY3UYHUH TBIp, MY3HKa,
MYJIBTUMOJIAJTBHAH TEKCT, CHHEPT€TUYHA MOJIENTb.
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