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Â äàííîé ðàáîòå èññëåäóþòñÿ îñîáåííîñòè ôóíêöèîíèðîâà-
íèÿ èðîíè÷åñêèõ âûñêàçûâàíèé â ðå÷è ìóæñêèõ è æåíñêèõ
ïåðñîíàæåé ñîâðåìåííîãî àíãëîÿçû÷íîãî äðàìàòóðãè÷åñêîãî
äèñêóðñà. Ïðèáëèæåííîñòü òåêñòà äðàìàòóðãè÷åñêîãî ïðîèçâå-
äåíèÿ ê æèâîìó ÿçûêó ïîçâîëÿåò ïðîàíàëèçèðîâàòü êîãíèòèâ-
íûå îñîáåííîñòè ïðîöåññà ðåàëèçàöèè ðå÷åâûõ àêòîâ ïðåäñòà-
âèòåëåé àíãëîãîâîðÿùåãî ñîîáùåñòâà â ñîîòâåòñòâèè ñ èõ ãåí-
äåðíîé ïðèíàäëåæíîñòüþ. Öåëü ðàáîòû çàêëþ÷àåòñÿ â âûÿâ-
ëåíèè è ñîïîñòàâëåíèè ñòðàòåãè÷åñêèõ àñïåêòîâ èðîíè÷åñêèõ
âûñêàçûâàíèé â êîììóíèêàòèâíîì ïðîñòðàíñòâå ìóæñêèõ
è æåíñêèõ ïåðñîíàæåé ñîâðåìåííîãî áðèòàíñêîãî, àìåðèêàíñ-
êîãî, êàíàäñêîãî è àâñòðàëèéñêîãî äðàìàòóðãè÷åñêèõ äèñêóðñîâ.

Êëþ÷åâûå ñëîâà: èðîíèÿ, äðàìàòóðãè÷åñêèé äèñêóðñ, êîì-
ìóíèêàòèâíûå ñòðàòåãèè, ðå÷åâîå ïîâåäåíèå, êîãíèòèâíûé
àíàëèç, ãåíäåð, âàðèàòèâíîñòü àíãëèéñêîãî ÿçûêà.

Èññëåäîâàíèå ðå÷åâîãî ïîâåäåíèÿ ïåðñîíàæåé ñîâðåìåííîãî äðàìàòóðãè÷åñêîãî
äèñêóðñà ïðåäñòàâëÿåòñÿ îäíèì èç ïåðñïåêòèâíûõ íàïðàâëåíèé èçó÷åíèÿ êîãíèòèâ-
íûõ àñïåêòîâ ôîðìèðîâàíèÿ ðå÷åâîé äåÿòåëüíîñòè îòäåëüíîãî èíäèâèäà. Àâòîðû äðà-
ìàòóðãè÷åñêèõ ïðîèçâåäåíèé îñîçíàííî ïðèáåãàþò ê èìèòàöèè ðå÷åâîãî ïîâåäåíèÿ,
õàðàêòåðíîãî äëÿ ïðåäñòàâèòåëåé îïèñûâàåìîãî èìè ñîîáùåñòâà. «Îäíîé èç îñíîâ-
íûõ çàäà÷ äðàìàòóðãà ñëåäóåò ïðèçíàòü íåîáõîäèìîñòü äîáèòüñÿ âåðíîñòè æèçíåííîé
ñèòóàöèè, ÷òî ïîäêðåïëÿåòñÿ ñòðåìëåíèåì àâòîðîâ ìàêñèìàëüíî ïðèáëèçèòü õóäîæå-
ñòâåííûé äèàëîã ê ðåàëüíîé ðàçãîâîðíîé ðå÷è, êàê ìîæíî ïîëíåå îòîáðàçèòü åå
îñîáåííîñòè è îòòåíêè» [4, c. 26]. Èíûìè ñëîâàìè, äëÿ âîññîçäàíèÿ ðåàëèñòè÷íîãî
äåéñòâèÿ íà ñöåíå àâòîðû äîëæíû ó÷èòûâàòü îñíîâíûå îòëè÷èÿ ðå÷åâûõ ñòðàòåãèé
ìóæ÷èí è æåíùèí, ïðèíàäëåæàùèõ ê ðàçíûì âîçðàñòíûì, ïðîôåññèîíàëüíûì, ñîöè-
àëüíûì, êóëüòóðíûì, ýòíè÷åñêèì ãðóïïàì. Ïðèíèìàÿ âî âíèìàíèå ïðèáëèæåííîñòü
òåêñòà äðàìû ê ðåàëüíîìó ÿçûêó, èññëåäîâàòåëè, ðàáîòàþùèå â îáëàñòè êîãíèòèâíîé
ëèíãâèñòèêè è ëèíãâîêóëüòóðîëîãèè, îáðàùàþòñÿ ê äðàìàòóðãè÷åñêèì ïðîèçâåäåíè-
ÿì ñ öåëüþ èññëåäîâàíèÿ ìûñëèòåëüíûõ ïðîöåññîâ «ïðîèçâîäñòâà æèâîé ðå÷è».
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«Äèàëîãè÷åñêèå ôðàãìåíòû ïüåñû ìîæíî ðàññìàòðèâàòü êàê ïèñüìåííóþ ôèêñàöèþ
ðàçãîâîðíîé ðå÷è, îñîáåííîñòè êîòîðîé äðàìàòóðãè ñòðåìÿòñÿ âîññîçäàòü â ñâîèõ
ïðîèçâåäåíèÿõ â ñòèëèçîâàííîì ôîðìàòå, ìàêñèìàëüíî òî÷íî âîñïðîèçâîäÿ ëåêñè-
÷åñêèå è ãðàììàòè÷åñêèå îñîáåííîñòè ðàçãîâîðíîé ðå÷è…» [3, c. 226].

Àíàëèç äðàìàòóðãè÷åñêèõ ïðîèçâåäåíèé, íàïèñàííûõ â ïåðèîä ñ 2000 ïî 2014 ãã.
áðèòàíñêèìè, àìåðèêàíñêèìè, êàíàäñêèìè è àâñòðàëèéñêèìè àâòîðàìè, ïîçâîëèë âûÿ-
âèòü íåêîòîðûå çàêîíîìåðíîñòè óïîòðåáëåíèÿ èðîíè÷åñêèõ âûñêàçûâàíèé ìóæñêèìè è
æåíñêèìè ïåðñîíàæàìè, ÷òî, â ñâîþ î÷åðåäü, ïîçâîëÿåò ñóäèòü î êîãíèòèâíûõ ïðîöåñ-
ñàõ â ðå÷åâîì ïîâåäåíèè ïðåäñòàâèòåëåé ðàçëè÷íûõ â ãåíäåðíîì îòíîøåíèè ñîöèóìîâ.
Â âûáîðêó èññëåäîâàíèÿ âêëþ÷åíû îêîëî 80 ðåïëèê ïåðñîíàæåé ñîâðåìåííîãî àíãëî-
ÿçû÷íîãî äðàìàòóðãè÷åñêîãî äèñêóðñà, ñîäåðæàùèõ èðîíè÷åñêèå âûñêàçûâàíèÿ.

«Îáðàùåíèå ê ÿçûêîâîé ëè÷íîñòè, êîòîðîå ñåãîäíÿ ïðèçíàåòñÿ è àêòèâíî ðàçðàáàòûâà-
åòñÿ ïðåäñòàâèòåëÿìè âåäóùèõ íàó÷íûõ ëèíãâèñòè÷åñêèõ øêîë è íàïðàâëåíèé, äàåò ïðèí-
öèïèàëüíî íîâóþ êàðòèíó ðåàëüíîãî ôóíêöèîíèðîâàíèè ñîâðåìåííîãî ÿçûêà ñîöèóìà,
ïîçâîëÿÿ ïðîàíàëèçèðîâàòü øèðîêèé êðóã âîïðîñîâ, êàñàþùèõñÿ ïðîáëåì îáùåãî è èíäè-
âèäóàëüíîãî â ÿçûêå, îòêðûâàåò íîâûå ãîðèçîíòû âî ìíîãèõ ñôåðàõ ïðàêòè÷åñêîé äåÿòåëü-
íîñòè» [5, ñ. 124]. Ðàáîòû ñîâðåìåííûõ ëèíãâèñòîâ, ïîñâÿùåííûå èññëåäîâàíèþ ñïåöèôè-
êè ãåíäåðíîãî ðå÷åâîãî ïîâåäåíèÿ, äîêàçûâàþò, ÷òî îäèí è òîò æå ÿçûêîâîé ïðèåì â
ðå÷åâîì ïîâåäåíèè ìóæ÷èí è æåíùèí, êàê ïðàâèëî, íåñåò ðàçëè÷íóþ ñòðàòåãè÷åñêóþ
íàïðàâëåííîñòü. Ïî ñëîâàì Å.Â. Æäàíîâîé, îäíà è òà æå ôðàçà ìîæåò èíòåðïðåòèðîâàòüñÿ
ïî-ðàçíîìó ìóæ÷èíàìè è æåíùèíàìè, «ïîñêîëüêó îíè áóäóò ðóêîâîäñòâîâàòüñÿ ðàçíûìè
ìîòèâàìè è ðàññìàòðèâàòü èõ ñ ðàçíûõ ïîçèöèé» [1, c. 2]. Ðåïëèêè ïåðñîíàæåé ñîâðåìåí-
íîãî àíãëîÿçû÷íîãî äðàìàòóðãè÷åñêîãî äèñêóðñà ïîäòâåðæäàþò, ÷òî ìóæ÷èíû è æåíùèíû
â ìîìåíò èñïîëüçîâàíèÿ èðîíè÷åñêèõ âûñêàçûâàíèé ïðåñëåäóþò ðàçëè÷íûå öåëè.

Ïðèìåðû èðîíè÷åñêîé äèñêðåäèòàöèè ñîáåñåäíèêà áûëè çàìå÷åíû åùå â ðàáîòàõ
ãðå÷åñêîãî ôèëîñîôà Ñîêðàòà, ò. í. «èðîíèÿ Ñîêðàòà», ïîçâîëÿþùàÿ ôèëîñîôó äîâî-
äèòü òî÷êó çðåíèÿ îïïîíåíòà äî àáñóðäà. Òàêèì îáðàçîì, óæå â àíòè÷íûå âðåìåíà
èðîíèÿ èñïîëüçîâàëàñü â öåëÿõ îòñòàèâàíèÿ ñâîåé ïîçèöèè ïîñðåäñòâîì âûñìåèâà-
íèÿ âñòóïèâøåãî â ñïîð ñîáåñåäíèêà. Àíàëèç ñîâðåìåííîãî äðàìàòóðãè÷åñêîãî ìàòå-
ðèàëà ïîçâîëèë âûÿâèòü íåêîòîðûå çàêîíîìåðíîñòè óïîòðåáëåíèÿ èðîíèè â ðå÷è
ïåðñîíàæåé ìóæñêîãî è æåíñêîãî ïîëà â äðàìàòóðãè÷åñêèõ ðàáîòàõ àìåðèêàíñêèõ,
êàíàäñêèõ, áðèòàíñêèõ è àâñòðàëèéñêèõ àâòîðîâ. Âàæíî îòìåòèòü, ÷òî âî âñåõ âàðèàí-
òàõ àíãëèéñêîãî ÿçûêà èðîíèÿ çàíèìàåò âàæíîå ìåñòî: îíà íå òîëüêî ÷àñòî âñòðå÷àåò-
ñÿ â ðå÷è ïåðñîíàæåé, íî òàêæå ìîæåò âûñòðàèâàòü ñþæåòíóþ ëèíèþ ïðîèçâåäåíèÿ.
ßðêèì ïðèìåðîì ïîñòðîåíèÿ ëèíèè ïîâåñòâîâàíèÿ, îñíîâàííîé íà ñèòóàòèâíîé èðî-
íèè, ñëóæàò äðàìàòóðãè÷åñêèå ïðîèçâåäåíèÿ áðèòàíñêèõ àâòîðîâ: Äæîíà ×åìáåðñà
«Ìèð ìàëåíüêèõ ëþäåé», Äàñòèíà Áàóêîòòà «Âñå î Äæåíåò». Íàïðèìåð, ãëàâíûé ïåð-
ñîíàæ ïüåñû áðèòàíñêîãî àâòîðà Äæîíà ×åìáåðñà «Ìèð ìàëåíüêèõ ëþäåé» – ìîëîäîé
÷åëîâåê, æèâóùèé ñ ìàòåðüþ, êîòîðàÿ ìå÷òàåò î ñåìüå äëÿ ñâîåãî ñûíà íåñìîòðÿ íà
òî, ÷òî ñûí åùå íå îïðåäåëèëñÿ ïî ïîâîäó ñâîåé ãåíäåðíîé ïðèíàäëåæíîñòè. Â ñàìîì
íà÷àëå ïüåñû ìàòü çàñòàåò ñûíà â æåíñêîì îáðàçå è ïðèíèìàåò åãî çà äåâóøêó. Ââèäó
ñëîæèâøèõñÿ îáñòîÿòåëüñòâ, ïåðñîíàæ Äæèììè ñêëîíåí ê ñàìîèðîíèè:

JIMMY: (ASIDE) Every young man’s worst dream. Well not every young man’s – I’m
probably the only person who parades in his parent’s panties every Tuesday night [12, c. 2].

Íåëåïîñòü ñèòóàöèè ïåðñîíàæ ïîä÷åðêèâàåò ãëàãîëîì «to parade», êîòîðûé ïðè-
âíîñèò îñîáûé êîìè÷åñêèé ýôôåêò áëàãîäàðÿ ïåðåîñìûñëåíèþ çíà÷åíèÿ. Îòâåòíàÿ
ðåàêöèè åãî ìàòåðè Ëèíäû òàêæå èðîíè÷íà, îäíàêî åå èðîíèÿ ñòðîèòñÿ íà ïðîòèâîðå-
÷èâîñòè ðåàëüíîñòè è æåëàíèÿ:

Â ðå÷åâîì ïîâåäåíèè æåíñêèõ ïåðñîíàæåé èðîíèÿ – ñðåäñòâî îöåíèâàíèÿ è êðèòèêè,
ïðè ïîìîùè êîòîðîãî æåíùèíû ñòàðàþòñÿ ñìÿã÷èòü èëè îáûãðàòü íåïðèÿòíûå äëÿ ñåáÿ

LINDA: I thought… seeing those legs you’d got a hairy girlfriend… I didn’t like saying –
even a hairy girlfriend is better than… [12, c. 3].
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ñèòóàöèè. Äàííîå íàáëþäåíèå ñïðàâåäëèâî â îòíîøåíèè æåíñêèõ ïåðñîíàæåé êàæäîãî èç
ðàññìàòðèâàåìûõ âàðèàíòîâ ñîâðåìåííîãî àíãëîÿçû÷íîãî äðàìàòóðãè÷åñêîãî äèñêóðñà:

MARGE: Who do you think I am? Oh, of course. Silly me. I’m your unpaid barmaid.
(Gets beer from bar fridge, opens it and passes it to PETE). There you are. Now go on.
Dump the lot on me [17, c. 4].

Ïåðñîíàæ àâñòðàëèéñêîãî äðàìàòóðãè÷åñêîãî ïðîèçâåäåíèÿ Ìàðäæè â äàííîì ïðè-
ìåðå èñïîëüçóåò àíòèèðîíèþ, ñ ïîìîùüþ êîòîðîé, ñ îäíîé ñòîðîíû, êðèòèêóåòñÿ
ìàíåðà îáùåíèÿ ñîáåñåäíèêà, à ñ äðóãîé – çàùèùàåòñÿ ÷óâñòâî äîñòîèíñòâà Ìàðäæè.

Àíàëîãè÷íûå ïðèìåðû èðîíè÷åñêèõ çàìå÷àíèé áûëè îáíàðóæåíû:
1. â ïðîèçâåäåíèè «Âñå î Äæåíåò» áðèòàíñêîãî àâòîðà Äàñòèíà Áàóêîòòà:
DONALD: You hateful bitch.
DESDEMONA: (CHUCKLES) My, you do have a way with words. Charm the birds

from the trees [9, c. 24], ãäå óñèëåíèå èðîíè÷åñêîãî ýôôåêòà äîñòèãàåòñÿ ïðè ïîìîùè
ïîääåðæêè ñìûñëîâîãî ãëàãîëà «have» âñïîìîãàòåëüíûì ãëàãîëîì «do», à òàêæå ñðàâ-
íåíèåì ãðóáîé ëåêñèêè ñ ïåíèåì ïòèö. Â äàííîì ïðèìåðå ìåòàôîðè÷åñêîå çíà÷åíèå
ñïîñîáñòâóåò ñîçäàíèþ èðîíè÷åñêîãî ýôôåêòà, ÷òî ïîçâîëÿåò ñîãëàñèòüñÿ ñ ìíåíèåì
Ìèõàýëÿ Ïîóïà: «I hold that the phenomenon is then one of ironic metaphor, which puts
a metaphorical meaning to ironic use… / ß ïðèäåðæèâàþñü ìíåíèÿ, ÷òî äàííûé ôåíî-
ìåí ÿâëÿåòñÿ èðîíè÷åñêîé ìåòàôîðîé, êîòîðàÿ ïîçâîëÿåò ìåòàôîðè÷åñêîìó çíà÷åíèþ
ñëóæèòü èðîíè÷åñêîìó…» [7, c. 1].

2. â ïðîèçâåäåíèè êàíàäñêîãî àâòîðà Óèëüÿìà Ýëëåíà Áðóêñà «Õîóï è Ôüþðè», ãäå
ïåðñîíàæ Õîóï â îòâåò íà çàìå÷àíèå ñâîåé ñåñòðû Ôüþðè èñïîëüçóåò àíòèôðàçèñ:

FURY: Ah hah! Exactly! You are such a hypocrite. You go on all day about my name,
but you won’t even tell me why you left.

HOPE: Figure it out! You’re the smart one [10, c. 26].
3. â ïüåñå àìåðèêàíñêîãî àâòîðà Äæîíà Êëàéíà «Æåëàÿ õîðîøåãî» ïåðñîíàæ Êýëëè

èðîíèçèðóåò íàä ïðåäïîëîæåíèåì ñâîåé ñîáåñåäíèöû:
MRS CAUTHEN: So what kind of wish was this? Something horrible, I suppose.
CALLIE: Shameful. Wicked [16, c. 14].
Ñëåäóåò ïîä÷åðêíóòü, ÷òî âî âñåõ ïðèìåðàõ, âîøåäøèõ â âûáîðêó äàííîãî èññëåäîâà-

íèÿ, èðîíèÿ â ðå÷è æåíñêèõ ïåðñîíàæåé – îòâåòíàÿ ðåàêöèÿ. Â õîäå àíàëèçà ìàòåðèàëà
íå áûëî îáíàðóæåíî íè îäíîãî ïðèìåðà, â êîòîðîì æåíñêèå ïåðñîíàæè íà÷èíàëè áû
ðàçãîâîð ñ èðîíèè, ÷òî ÿâëÿåòñÿ îñíîâíûì îòëè÷èåì æåíñêîãî ðå÷åâîãî ïîâåäåíèÿ îò
ìóæñêîãî. Â êîììóíèêàòèâíîì ïðîñòðàíñòâå ìóæñêèõ ïåðñîíàæåé ñîâðåìåííîãî àíãëî-
ÿçû÷íîãî äðàìàòóðãè÷åñêîãî äèñêóðñà èðîíèÿ – ñðåäñòâî àòàêè, ñ êîòîðîãî ìóæ÷èíû
îáû÷íî íà÷èíàþò îáùåíèå. Èññëåäîâàòåëè-ãåíäåðîëîãè îòìå÷àþò, ÷òî ìóæñêîé ñòèëü
îáùåíèÿ íàïðàâëåí íà ñîïåðíè÷åñòâî: «… the male type of speech behavior is known as
“competitive”, which assumes competitiveness, autonomy, striving for possession» [6, c. 32].

JOHN: Don’t even think about it. If I thought I had to spend ten minutes alone in a car
with you I’d blow my head off. When I think what three weeks would be like…

MARCUS: I’m not exactly your biggest fan either you know [14, c. 15].
Ïåðñîíàæ ïüåñû áðèòàíñêîãî àâòîðà Äæîíàòàíà Äæîÿ «Àìåðèêàíñêèé ñòàíäàðò» ïî

èìåíè Äæîí íàìåðåííî ãèïåðáîëèçèðóåò ñâîè ÷óâñòâà, ÷òîáû ïîä÷åðêíóòü îñîáóþ
íåïðèÿçíü ê ñîáåñåäíèêó. Â îòâåòíîé ðåàêöèè Ìàðêóñà òàêæå ïðîñëåæèâàåòñÿ èðîíè-
÷åñêèé îòòåíîê â ñëîâîñî÷åòàíèè «the biggest fan / ñàìûé áîëüøîé ôàíàò», êîòîðîå
ÿâíî èñïîëüçóåòñÿ â ïåðåíîñíîì çíà÷åíèè. Àíàëîãè÷íûå ñëó÷àè èðîíè÷åñêîé èçäåâ-
êè íàä ñâîèì ñîáåñåäíèêîì îáíàðóæåíû â êîììóíèêàòèâíîì ïðîñòðàíñòâå äðàìàòóð-
ãè÷åñêèõ ïðîèçâåäåíèé êàíàäñêèõ è áðèòàíñêèõ àâòîðîâ:

SIMON. (looking around the room) Yeah. I can tell. How long you been “working”
here any way?

EVERETT. About a week.



188  Ë.Ì. Ëåîíîâè÷, À.À. Õàðüêîâñêàÿ

SIMON. And what have you got to show for a week’s worth of sweat? Huh? Or are you
just punching the clock and doing crosswords? [8, c. 11]

Ãðàôè÷åñêîå âûäåëåíèå ñëîâà “working” ïîçâîëÿåò àâòîðó ïåðåäàòü èíòîíàöèîí-
íóþ èðîíèþ ïåðñîíàæà. Íå äîñòèãíóâ æåëàåìîãî ðåçóëüòàòà, èíòîíàöèîííàÿ èðîíèÿ
â ïîñëåäóþùåé ðåïëèêå îáðåòàåò ëåêñè÷åñêîå îôîðìëåíèå – ëåêñè÷åñêàÿ åäèíèöà
“working” ïåðåôðàçèðóåòñÿ â áîëåå ñàðêàñòè÷åñêîå âûðàæåíèå “a week’s worth of sweat”
ñ öåëüþ óíè÷èæåíèÿ äîñòèãíóòûõ ðåçóëüòàòîâ êîíêóðåíòà. Â ñëåäóþùåì ôðàãìåíòå
äèàëîãà ïåðñîíàæåé áðèòàíñêîãî äðàìàòóðãè÷åñêîãî ïðîèçâåäåíèÿ «Âûçîâ» èðîíè÷åñ-
êèé ýôôåêò äîñòèãàåòñÿ ïîñðåäñòâîì ðèòîðè÷åñêîãî âîïðîñà, à òàêæå ñàðêàñòè÷åñêèì
ïîâòîðåíèåì ôðàçû «Oh dear»:

PASTOR MICHEL One more word, I will slap you.
HAROLD Oh dear, oh dear, oh dear. I did not know pastors could do that? [18, c. 10].
Âñòóïàÿ â êîììóíèêàöèþ ñ ïðåäñòàâèòåëüíèöàìè ïðîòèâîïîëîæíîãî ïîëà, ìóæñ-

êèå ïåðñîíàæè ìåíÿþò èðîíè÷åñêèé îòòåíîê íà áîëåå ïîçèòèâíûé, öåëü êîòîðîãî
ñîñòîèò â àêöåíòå âíèìàíèÿ íà íåëåïîñòè æåíñêèõ ðåïëèê:

FURY: I would like to remind you that you are not under oath, but if I ever find out that
anything you say in the next ten minutes is a lie, you’ll be fishing your manhood out of a
ditch. Deal?

CHRIS: Do I have a choice?
FURY: No.
CHRIS: I guess it’s all good then 28
LILY: Mmm. You don’t stink of fish guts.
GEORGE: It’s called a shower [10, c. 7].
Ìóæñêèå ïåðñîíàæè òðàäèöèîííî ñêëîííû ê ñàìîèðîíèè ïî îòíîøåíèþ ê ñâîåìó

âíåøíåìó âèäó. Â ïüåñå àìåðèêàíñêîãî àâòîðà Ýëåíà Õýâèñà «Ñòðåëà â ñåðäöå» ìóæ-
ñêîé ïåðñîíàæ èðîíèçèðóåò íàä ñâîèì ëèøíèì âåñîì:

SON: What’s your weight today?
DAD: Just a little above my bowling average. If you dress in blacks and vertical stripes,

no one knows you’re fat [13, c. 10].
Â ðå÷åâîì ïîâåäåíèè æåíñêèõ ïåðñîíàæåé íå áûëî îáíàðóæåíî ïðèìåðîâ èðîíè-

÷åñêèõ âûñêàçûâàíèé îòíîñèòåëüíî ñâîåãî âíåøíåãî âèäà, îäíàêî íåðåäêè ñëó÷àè
âûñìåèâàíèÿ âíåøíåãî âèäà äðóãèõ:

Helena: Ready? You look like you’ve been dragged backwards through a nightclub bombing.
Peter: Yeah, well – it’s the style [11, c. 6].
Ïðèâåäåííûé ïðèìåð èíòåðåñåí íå òîëüêî èðîíè÷åñêèì çàìå÷àíèåì æåíñêîãî ïåðñî-

íàæà, íî òàêæå ðåàêöèåé ñîáåñåäíèêà, êîòîðàÿ åùå ðàç äîêàçûâàåò áåçðàçëè÷íîå îòíîøå-
íèå ìóæ÷èí ê ìíåíèþ îá èõ âíåøíåì âèäå. Ýòî óòâåðæäåíèå ìîæíî ñ÷èòàòü âåðíûì
òîëüêî ïî îòíîøåíèþ ê ïåðñîíàæàì, íå èìåþùèì ïðîáëåì ñ ãåíäåðíîé îðèåíòàöèåé.
Â ïðîèçâåäåíèè àâñòðàëèéñêîãî àâòîðà Ñò. Êåêåâîëèñà «Êèíàñòîí» ãëàâíûé ïåðñîíàæ –
àêòåð, èñïîëíÿþùèé æåíñêèå ðîëè, íàïðîòèâ, ñòûäèòñÿ ñâîåãî íàñòîÿùåãî «ß»:

KYNASTON: They don’t want me. They want her. As she was on stage. (Mimics the
role) With her light, sensual voice. Her heavy lidded eyes and her languid gestures. That is
what they want [15, c. 6].

Áåç ñîìíåíèÿ, ïåðñîíàæ èðîíèçèðóåò íàä ñîáîé è ñâîèì ñöåíè÷åñêèì îáðàçîì, ÷òî
ïîä÷åðêèâàåòñÿ ÿðêèìè îïðåäåëåíèÿìè è ýïèòåòàìè, êîòîðûå äèñêðåäèòèðóåò åãî ìó-
æåñòâåííîñòü.

Èòîãè àíàëèçà ðåïëèê, ñîäåðæàùèõ èðîíè÷åñêèå âûñêàçûâàíèÿ, ïîçâîëÿþò ñóäèòü î
ìîòèâàõ èñïîëüçîâàíèÿ èðîíèè ïðåäñòàâèòåëÿìè ðàçíûõ ãåíäåðíûõ ãðóïï, à òàêæå î çíà-
÷åíèè èðîíèè â ëèíãâîêóëüòóðíîì ïðîñòðàíñòâå àíãëîÿçû÷íîãî îáùåñòâà. Èðîíèÿ – íå
òîëüêî îñíîâíîé ÿçûêîâîé ïðèåì, ïîìîãàþùèé ïåðñîíàæàì ñòðîèòü êîììóíèêàòèâíóþ
òàêòèêó, íî è ñïîñîá ïîñòðîåíèÿ ñþæåòíîé ëèíèè ïðîèçâåäåíèÿ, ÷òî îñîáåííî ÿðêî ïðåä-
ñòàâëåíî â ïðîèçâåäåíèÿõ áðèòàíñêèõ àâòîðîâ. Èðîíèÿ ïîçâîëÿåò ñóäèòü î ðàçëè÷èè êîì-
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ñîâðåìåííîãî àíãëîÿçû÷íîãî äðàìàòóðãè÷åñêîãî äèñêóðñà

ìóíèêàòèâíûõ ñòðàòåãèé ïåðñîíàæåé ìóæñêîãî è æåíñêîãî ïîëà. Ââèäó îñîáåííîñòåé æåí-
ñêîãî îáùåíèÿ, íàïðàâëåííîãî íà ñîáåñåäíèêà, èõ èðîíè÷åñêèå âûñêàçûâàíèÿ íàöåëåíû íà
ñìÿã÷åíèå è îáûãðûâàíèå íåïðèÿòíûõ äëÿ ó÷àñòíèö îáùåíèÿ ñèòóàöèé, ãäå èðîíèÿ èñ-
ïîëüçóåòñÿ êàê ñðåäñòâî çàùèòû. Â ðå÷åâîì ïîâåäåíèè ìóæñêèõ ïåðñîíàæåé èðîíèÿ, íà-
ïðîòèâ, ðàçæèãàåò èëè ïîääåðæèâàåò êîíôëèêò ìåæäó ñîáåñåäíèêàìè ìóæ÷èíàìè.
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 L.M. Leonovich, A.A. Kharkovskaya*

 IRONY AS A MARKER OF THE PERSONAGES’ SPEECH
 BEHAVIOR IN MODERN ENGLISH DRAMA DISCOURSE

This article is aimed at describing the peculiarities of ironic
utterances of male and female English drama personages. The
proximity of drama language to real speech provides a platform for
cognitive analysis of the English-speaking personages’ speech acts
in terms of their gender characteristics. The aim of the article is to
identify and compare the strategic aspects of ironic utterances in
the communicative space of male and female characters in modern
British, American, Canadian and Australian drama discourses.

Key words: irony, dramatic discourse, communicative strategies,
verbal behavior, cognitive analysis, gender, English language
variation.
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