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LINGUISTIC MEANS OF CONVEYING THE MODALITY OF
WORLDVIEW PERCEPTION IN ENGLISH DRAMA

Anastasia KOLODIAZNA
Research Adviser — Associate Professor O.V. Marina, PhD (Pedagogy)

The principle of communication between the author and the reader is called the
principle of a funnel: the whole world flows in through its wide part. Conscious of
the creator, it becomes a specific kind ofwork, on the basis of which, the reader must
recreate all the wealth of reality concentrated in a literary text.

The concept of discourse appears in the research of E. Benvenista, who defined
the French word ‘discourse’ as follows “... the language assigned to the speaker. In
this context, language should be understood as any expression involving the speaker
and the listener, as well as the author, that influences the other in some way".

V. Krasnykh states that “the material world is perceived through five sensory
channels”. The corresponding channels are called modal. E. Hilgard distinguishes
visualmodality (light, color); tastemodality; olfactorymodality; auditorymodality
(volume, pitch); kinesthetic or tactile modality, (tactile signals, pressure, muscle
sensations, a sense of balance).

When a person reads a text, visual receptors send specific electrical impulses to
the central system. To understand to live in a dark room (William Wycherley “Love
in a wood”, Scene 1), the reader should know what dark and light rooms are like.
Taste characteristics relate to the low-frequency details of the depicted world and are
used both in their direct meaning by the ears over that sober drink, coffee (William
Wycherley “Love in a wood”, Scene I) and in the figurative the sweet sound of
Hebrew (John Lacy “The Dumb Lady”, Act I, Scene II). Lexical units with olfactory
semantics can also work both in their direct meaning he or that smells rankest (John
Lacy “The Dumb Lady”, Act I, Scene 1) and figurative meaning: blow up the stinking
fellows (William Wycherley “Love in a wood”, Scene II). The auditory characteristic
of the world and characters depicted in the work may no be so unambiguous,
referring the reader to the reserves of his sensory memory. For example, to
understand the expression how women tattle at a Gossoping (John Lacy “The Dumb
Lady”, Act I, Scene II), the reader should know how exactly women can tattle.
Tactile sensations refer mainly to what relates to touch — he shrinks into a faint kiss
(John Dryden “Secret Love or The Maiden Queen”, Act I, Scene II).

Adequate perception of relevant information by the reader is based on his/her
own experience in perceiving similar signals in the sensory range. For example, for a
reader to adequately recreate the taste of lemon in his memory, described in the text,
it is necessary to at least once try a lemon. V. Karasik formulates this thesis as
follows: “If I say that the room is cold, I assume that my interlocutor knows from his
own experience what it means to be cold, and least of all | expect as a response a
question related to clarification of signs of cold."

Thus, the reader’s perception of modalities is based on the memory with which
he/she comprehends the information that the author wants to convey. It is personal
experience that helps to correctly interpret the text.
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