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This paper highlights the peculiarities of characters’ speech in Ryl Murakami's novel In the Miso Soup (1997). The lin-
guistic analysis of the text revealed the speech characteristics of the protagonists due to the transnational aspect of the text
and the fact they speak in English, although their dialogues are presented in Japanese. Lexical, grammatical, and graphic
features of the depiction of the characters’ speech were singled out. As a result, the following details of an English text
representation were indicated: the order of words in sentences is close to the one in English. There is no subject omission
which is natural for Japanese; direct address is formed by the rules of English — there are no honorific suffixes, characters
call each other by their first names, not family names as it is usual for Japanese; when the American speaks Japanese
it is highlighted graphically by writing down with katakana and vice versa Japanese words which appear in the artificially
created English speech are written with romaji. The author presents the oral speech of the characters without the use of
punctuation marks to indicate the end of the sentence — they are replaced by commas or sentence ending particles.

The speech of the American is analyzed particularly, as it is aimed to complete his controversial image built on ambigu-
ities. Despite being shown as a serial killer and an immoral person, he keeps using a childlike boku for “I” which can seem
unnatural in the context of his client-worker relationship with the guide Keniji. However, it can be considered as author’s
game with a reader and a feature of Murakami’s writing style.

Further research into Ryl Murakami'’s fiction can be performed with the use of corpus as an instrument for speech
analysis not only to outline and summarize main features of his literary style but to find more senses hidden in characters’
words.
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Y cTatTi BUCBITNEHi 0cOoBNMBOCTI MOBMEHHS repoiB pomaHy Pio Mypakami «Y cyni mico». [NonepefHi gocnigxeHHs
LbOro TBOpy 6ynu 34e6inbLIOro NPUCBSYEH SIBULLY TPAHCHALOHaniaMy, penpeseHTaLii HeOAHO3HAa4YHOCTI BNMBY 3axigHoOi
KynbTYpW Ha SINOHCBKY, TOWO. [leTanbHuiAi aHania TeKCTY BUSIBUB | MOBMNEHHEBI XapakTePUCTUKM FONOBHUX repois, 3yMOB-
NeHi TpaHCHaLOHanNbHOK 30PIEHTOBAHICTIO TEKCTY, 30KpeMa TOM hakT, LLIO BOHM FOBOPSITb Mixk COBOI0 aHIMiCbKOK MOBOIO,
XOM TXHi gianorn n 3anucaHi ANOHCLKOH.

Y xoAi focnimkeHHs 6yny BUOKpEMIEHi NEKCUYHI, rpaMaTuyHi Ta rpadhivHi 0cobnmMBOCTi 306paXKeHHsA YCHOTO MOBIEHHS
repoiB pomaHy. Cepea 0O3Hak, siKi BKa3yloTb Ha mepegadvy aHrnmoMOBHOMO TEeKCTY 3acobammn SMOHCbKOI MOBM BKa3yloTb
HaCTYMHi AeTani: NopsgokK ChiB y peveHHsIX HabnvkeHWn [o NOPSAKY ChiB, BNACTUBOO aHrMiNCbKin. 3okpema, He Biabysa-
€TbCS ONYLLEHHS NigMETIB, NpUTaMaHHe ANOHCBLKIN MOBI; 3BEpTaHHA (POPMYOTLCS 3a EBPONENCHKMM 3Pa3koM — BifCYTHI
LIaHOGnuBI cydikey, repoi 3BEPTAOTLCA OAMH 40 OQHOTO 3a iIMEeHaMK, a He Npi3BULLLAMU; KOMW repon-aMepuKaHeLb roBo-
pUTb SINOHCBLKOO, aBTOP BUAINSE Lie rpadhiyHo, 3anmcyoum Ui penniki 4u croBa CknagoBoko abeTkow kamakaHa, Y BUnagky
X penpeseHTaLlii ANOHCHKOI MOBW B Aianorax BUKOPUCTOBYETLCSA NAaTUHCbKA TpaHCKpuUnuis. Penniku, He 3anexHo Big MOBMY,
3anucaHi 6e3 BXXu1BaHHSA po34ifoBKX 3HakKiB, AKi 6 BKkadyBanv Ha 3aBEPLUEHHS PEYEHHSI — BOHU 3aMiHEHi KOMaMK, iHTOHaLi-
MHO XX KOMMEHCYTbCS 32 JONOMOrot0 BiANOBIOHWX YaCTOK.

HocnigkeHo Takox opMyBaHHS MOBMIEHHS amepukaHus PpeHka B KOHTEKCTi MOro 3aranbHOro obpasy Ta iHWWwmX
300paxyBanbHuX 3acobiB, 3aCTOCOBaHMX Ans IOr0 CTBOPEHHS!, 30KpEMa eNeMEHTIB CUMYISIKPY.

Y SKOCTi nepcnekTuBK noganblumMx pPo3BiAOK 3anponoHOBAHO AOCMIMKEHHS MOBM Ta MOBIEHHS repoiB pomaHis Pio
Mypakami 3a ZONOMOrOH iIHCTPYMEHTIB MiHIBICTUYHMX AOCHIAKEHb, SK-OT KOpMyC.

KniouyoBi cnoBa: ycHe MOBIIEHHS repoiB, aHrmincbka MoBa, AnoHcbka MoBa, Pto Mypakami, TpaHcHauUioHaniam, nocT-
MOLEPHI3M, CUMYNSKP.

Formulation of the problem The present paper
focuses on the analysis of the protagonists’ speech in
the novel In the Miso Soup (1997) as one of the most
exponential literary works written by Ryti Murakami
where the author actively uses language and speech
as a tool to detail the image of the characters.

The aim of the research is to single out charac-
ters’ speech features in the novel by Ry Murakami

and to assume their influence on the formation of
characters’ images. Moreover, the present paper is
aimed to explore the way how protagonists’ speech
effects the reader perception of their figures.
Analysis of recent research and publications
Ryl Murakami’s fiction can be described as post-
modern prose with a wide range of postmodern lit-
erature characteristics such as: temporal distortion,
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maximalism, pastiche, faction, etc. He has actively
used the topos of 31l D 75 — the city where the U.S.
navy base is located as well as other simulacrum
toposes of a city, an island etc. Western literary criti-
cism in addition also suggests to take into account the
theory of simulacra and hyperreality, some of them
also highlight Baudrillard’s concept of the transpar-
ency of evil [11], the phenomenon of shock [10] and
its naturalization [1].

K. Suzumura denominates Murakami’s prose
terrorism literature [19] while J. Erobha outlines its
transgressional features, especially when it comes to
the representation of female characters [2]. Perwein’s
work on Murakami is concerned with transnational-
ism in his selected writings [8].

After the publication of Murakami’s debut novel,
J. Etou claimed that it was a part of a subculture since
it had appealed to the group of people appointed by
the same age, and geographical place of living, being
a group of migrants rather than representing the
whole culture of Japan [15].

Despite this R. Matsuura stated that Ryt
Murakami had contributed a lot to the development
of Japanese literary language by using slang, loan
words, or gairaigo, and making attempts to breathe
life into Japanese female speech. Although she
points to Murakami’s machismo in women portrayal,
Matsuura also emphasizes on his unique approach to
representing female oral speech as close to the real
one as possible. [18]

Some mentions of linguistic aspects in Murakami’s
novels are found also in works by W. Tsunoda, who
points out the overuse of loan words in the early fic-
tion [12, p. 425], and K. Heintzman, who depicts
honorific language as a feature of one of parallel
worlds [4] in Murakami’s dystopic novel The World
in Five Minutes from Now (1994). M. Nakayama
studies Murakami’s literary language altogether with
his Coin Locker Babies (1980) having been trans-
lated into French and translation strategies applied
[13]. Y. Sukegawa focuses on the use of loan words
in the novel The Spleen of a Man Called Tennis Boy
and pointing out those to relate to the era of the eco-
nomic bubble. He also describes how the characters’
relationships are presented through their spoken lan-
guage [14].

The presentation of the main research mate-
rial The study of characters’ speech is what stylis-
tics often deals with. According to Semino E., the
aim of such research is “...to relate specific linguis-
tic choices and patterns to potential meanings and
effects” [9, p. 428]. The authors of this paper agree
with this point of view and consider linguistic analy-
sis as one of the effective approaches to interpretation

of literary texts. Although we should remember that,
while examining characters’ speech in literary works
their oral speech, thoughts and narrative should be
distinguished [9, p. 428].

The linguistic analysis in this paper would be
mostly concentrated on the figures of two protago-
nists — a Japanese youngster Kenji and Frank — a sex
tourist from America — and their speech. Thoughts
of Kenji, who is also a narrator, are given together
with the narrative, which at the same time transmits
Frank’s or somebody else’s speech in some cases.
Thoughts of other characters are either presented
within their own speech or not given.

The main characters can both be considered in
the context of several dichotomies. One of them is
the juxtaposition at the Japan-Amerika cultural level.
In addition to ethnicity, men are captured by stereo-
typical ideas about countries of origin of each other.
However, this point has been already studied as the
object of sociological and anthropological studies [8].

Another dichotomy is the speech level. Kenji
speaks school-level English and the image of America
and life in the U.S. he created for himself is based
mostly on the stereotypes. Frank came to Japan for
entertainment guided by a magazine about Japanese
quarters of red lanterns without knowing the lan-
guage and was astonished at some cultural features
of real Japan. The fact that language and speech take
an important place in the novel may be indicated at
the very beginning of In the Miso Soup:

OLHE 7> Y. DL OLRTIE 7> Y
EHLET. @7y, L7y oT
WIDE, HEECZEWAWATOLHEH 2H
TNEMOId LA EA %, EBWERS,
BREZDOT AYANEZ. v F2—L AR 7
Yy EEo . [17,p.4]

As I pronounced these words in English I won-
dered why we have so many ways of saying the same
thing in Japanese. Hard-boiled: Ore no na wa Kenji
da. Polite: Watashi wa Kenji to moshimasu. Casual:
Boku wa Kenji. Gay: Atashi Kenji ‘te iu no yo!
[7,p. 9]

Kenji, who is also the narrator, from the first pages
shares his thoughts about the differences between
Japanese and English assuming that English is easier
to use and understand. When he and Frank first meet,
they start speaking English, while the whole original
text of the novel is written in Japanese. The author
reminds readers about it from time to time mention-
ing when characters are speaking English.

(OB ED ] LA HOFEFEL T2 XA P
THEEARLEES . [17,p.23]

“Thank you.” Reika’s English was about mid-

dle-school level. [7, p. 22]
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Still, it is possible to point out some details that
can prove the idea of representing English by the
means of Japanese. The first one to mention is omit-
ting the subject which is natural for Japanese speak-
ers, especially when it comes to the use of personal
pronouns “I” and “you” as they are almost always
omitted in Japanese. The protagonists skip this
moment and make sentences in accordance with the
English grammar. One more nuance here — Kenji and
Frank use their first names instead of family names
which would have sounded natural in Japanese, espe-
cially in the context of interaction with the client.

(72> BEMA? 2h et 7 v—7
» 7] [17,p. 6]

“Are you alone, Frank, or with a group?” [7, p. 11]

The characters use some words, exclamations,
and expressions typical for English but less spread in
Japanese, or at least loaned from English and equally
often used in both languages, for instance, “OK” or
“oh my God”. We can see them translated or trans-
literated into Japanese in Kenji and Frank’s dialogs.

[BH. s, BATIER, DALICE
WR—)L e diwz | [17,p.57]

“Oh my God, what was that? And such an easy
pitch!” [7, p. 48]

There are graphical stylistic devices actively
used by Ryli Murakami in the examined novel as
well. Since the author tries to represent spoken
language by the means of written one, the lines of
characters are presented as direct speech with quo-
tation marks, however, do not have periods or other
punctuation marks to determine the end of sen-
tences. They are substituted with commas, while the
intonation is compensated with relative particles.
Some of characters’ words are presented as indirect
speech transmitted by Kenji as a narrator. In these
cases, the punctuation is adapted to the narrative,
and the speech itself switches over Kenji’s thoughts
within his lines as the narrator.

The representation of Japanese and English when
they are used by non-native speakers in artificially
created by Murakami English lines is also worth men-
tioning. When Frank pronounces Japanese words,
they are given with katakana, a Japanese alphabet for
loan words. In case Kenji uses some Japanese while
communicating with his American client it is writ-
ten with capitalized romaji — Latin script to write the
Japanese language.

[T HEELIREIRTT 7> 71& PEACE
EWIOFEEEME S 2. | [17,p. 163]

The word “peace” had a compelling reality com-
ing from Frank’s lips. [7, p. 127].

[(Z 2y 2R, TAY >y EF0. il
T T7AYY Ry I, b Eolee 7727147

INITEEFIEERIBCHENKEL &5
fzo 1 [17,p.26]

Next Frank read the word Aijin (Mistress), then Ai
shiteru (I love you). He muttered the English transla-
tions under his breath, but his voice was loud and res-
onant when he read the words in Japanese. [7, p. 25]

The graphical elements are also visible in the
Englishtranslation, althoughmorenoticeable forthose
who read the original text. This means the author paid
much attention to creation of a postmodern text with
multiple lairs of senses and details to be interpreted.

However, there are also some features of the pro-
tagonists’ speech which can be only analyzed within
the context considering other literary devices used by
Ryt Murakami.

Since the authors started this paper with the notion
of dichotomies to be found in the examined novel,
the third dichotomy should be outlined as well.
It can be called a reality dichotomy because it is sup-
posed to define what is real in Murakami’s “In the
Miso Soup”.

Simulacrum is one of the literary devices repeat-
edly used by Murakami, especially in his early works.
He uses it to depict an alternative or parallel reality
on which he puts a responsibility to enlighten some
flaws of Japanese society. Sometimes the writer uses
simulacra as an element of the characters’ image par-
ticularly when they are the ones to commit violence
depiction of which is among the main characteristics
of Murakami’s writing.

Researchers are mostly focusing on simulacra of
toposes or locuses ignoring the elements of simulacra
they can find in characters’ images as they are not
that obvious. For instance, the novel “Coin Locker
Babies” is often used as an example of a literary work
where several topos or locus simulacra can be found:
a coin locker as a womb, a city as a coin locker,
Toxitown as a simulacrum of Tokyo. Still, accord-
ing to N. Yamada Hashi and Kiku as children whose
birth we could have seen once they were taken out
of coin lockers can also be perceived as partly artifi-
cial creatures. As a result, they cannot be seen as true
people, and the violence committed by them is not
recognized as real and is a warning signal for readers
not to let real evil happen. We can also say that here
Murakami creates defamiliarization effect through
depersonalizing his characters.

At the issue of “In the Miso Soup”, it is a novel in
which violence is depicted in an extremely naturalis-
tic way, although the personality of the antagonist is
highly ambiguous. Murakami uses elements of simu-
lacrum to describe Frank and language to complete his
uncertain image. And naturally, the American tourist
appears to be the one who is doing harm in this novel.
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While reading the text we notice the description
of Frank’s strange appearance as at times his skin
looks artificial. It happens mostly when Kenji asks
him concrete questions and Frank wriggles out of
answering or gives confusing answers.

VAV AL e S H A | B I s D))
YRR T . QAR ER Do T,
[17, p. 38]

Frank’s cheek was cold and felt like the silicone
they use in diving masks. [7, p. 33]

That is why Kenji starts suspecting him of mur-
ders and noticing things other people did not (like
some blood on the banknote). He doubts whether
Frank is a real person, therefore asks a sex worker
to check it.

However, Frank’s ambiguity can similarly be
noticed on the language level. Japanese language
which is used to represent English in “In the Miso
Soup” has strict rules of use personal pronouns,
which sometimes can be confused by a speaker while
communicating. Even though in English there is only
one pronoun used to define the first person singu-
lar, in dialogs between Kenji and Frank (which are
presented in Japanese) different pronouns are used.
Still, we must remember that we are dealing with
artificially created dialogs, so any assumptions about
Ryli Murakami being mistaken or using personal
pronouns inaccurately are baseless. Here the author
uses the effect of defamiliarization as well to make
the protagonist look and sound as not quite a human.

When Kenji and Frank had a conversation for the
first time, Frank used the pronoun watashi which is
quite formal and neutral.

(7YY F 74 ATTH? blLIET AY
AEREH»S &y —Y A FTEFE 7 7> 7
Ewuv g [17,p.5]

“Is this Kenji Tours? My name’s Frank, I'm a
tourist from the United States of America?” [7, p. 10]

It sounds polite and natural for the first com-
munication with an unknown person, although it is
lost in translation and does not have any sense if we
remember that this line is a part of the character’s
oral speech in English. Consequently, this dialog is
meant to be read in Japanese and is an element of the
simulacrum character’s image.

Then Frank changes watashi to boku which is
mostly used by men in informal speech. Kenji uses
boku while communicating with Frank from the
very beginning and ore (which is more informal than
boku) in his conversations in Japanese with his girl-
friend and familiar people. As a narrator he also uses
ore. Coming back to Kenji’s dialogs with Frank it is
important to mention that they are communicating
without emphasizing on the fact that Kenji is provid-

ing Frank with guide service. It is natural for English,
but we should remember the shift that Frank made
from watashi to boku. It would not have happened
if he spoke English, or it would have been more
natural if Kenji did this. So, we can assume that the
text of “In the Miso Soup” was created for Japanese
language readers to read the signs.

Frank’s image is the image of a murderer, still in
the end he managed to get a kind of catharsis through
his confession and the Buddhism ritual of ringing
a New Year’s bell a hundred and eight times. It is
important to mention that Kenji did not go to the
police even when he had had such a possibility, and
the way Frank speaks is one of the reasons for such
compassion.

Although Frank is the antagonist, he does not look
like a typical one as well as he does not look like a
real person from time to time. Moreover, his speech
(the one Murakami created and the one we can per-
ceive in the novel) does not sound like a speech of
a bad guy. He speaks casually but does not sound
aggressive. Kenji who uses ore as the narrator sounds
much more informal and masculine than Frank with
his childlike boku.

Before telling Kenji a story about him becoming a
criminal, Frank is emphasizing having different per-
sonalities living inside him.

[y, BXEBRIAEITIHRIE,» D D
WT&Efe, ZREZNTHITDOZ LI E LA
2o 2@ SOMAER T T, Buliad
ELHBOFHTOEDBEHEOLELAIEE. D
EHLLZGOEBOHETTE L0 B,
CDIELDPHLLEDOFICHZHGDH. —ATI
BN EWT, ZRABRL T—DREV DL
CEMBVAL, 52O > TS T 21IEL
By E2ERKDIEFL BAIESLIERS, 12X
ABLTESZ AL LHNELAE 5> EDJf
DRTIFL B2 . 52> TS
TLBRFSKEEBTELL I ERAL., ED
ANEcE>TWwWaEE-abiict e L
WL RN &L, HEFEGE<CEZ - DO
FTOEBR o2& I BRBL TIAL, Db
Sl InhigTcthol s ANKENT L
A2 [17,p.161]

“Kenji, you know, I’ve told you nothing but lies
so far. I hope you won’t hold it against me, because
the truth is I can’t help it. My brain doesn’t work
right and I can’t connect the memories in my head
very well. And it’s not just memories, either, it’s me
myself. There are several me’s inside this body, not
just one, and I can’t get them to connect, or merge.
But I’m pretty sure the me I am right now is the real
me, and you may not believe this but the me I am
now can’t understand the me who was inside that pub
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a while ago. You’re probably thinking, where does he
get the gall to make excuses like this, but I honestly
feel it wasn’t me doing those things, it was somebody
else who looks exactly like me. It’s not the first time
he’s done that, either. I’ve been trying to make sure it
didn’t happen again, though the only strategy I could
come up with was to not lose my temper” [7, p. 126].

Linguistically Frank gives an impression of a big
child, especially when he talks about his experience
of killing and committing violence in childhood. Not
only he uses boku for “I”, but also says ¥ ¥ (Mama),
when talking about his mother which is a baby talk
word in Japanese.

[FLEv~vDMERATHS. £ 5fEn

DIflERAIZL L Z2DTELBMPENIFT &
yyavice)oFsns... ] [17,p.210]

“After that first time (I’d drunk Mama’s blood),
I became obsessed with the thought that [ might do it
again, drink somebody else’s blood [...]” [7, p. 160]

As we can conclude from the text Ryii Murakami
made up a controversial character who has several
layers of personality which creates a special atmos-
phere for the novel and lets it exist as a postmod-
ern novel within multiple genres of a psychological
thriller, a detective story, and a horror. Readers sus-
pect Frank and doubt he is a murderer because of the
way he speaks and the way he looks together with
Kenji who changes his mind about Frank being a bad
person once in several pages.

[ 77V 73 ARB[TERLDLDE?

I BRUEMERS TLBEDLE2I . |

[17, p. 166]
“Evil? Well, wasn’t he? What was I waiting for?”
[7, p. 129]

[0 7577 >TENDALD?
| 0%, E5-oTCBNEEGFEZ - Iz,
[17, p. 201]

“So Frank is a bad guy after all?”

“Pretty bad, yeah,” I said and switched off the
phone [7, p. 153].

Considering how ambiguously Frank’s appear-
ance and disappearance are described the American

is supposed to be a simulacrum character, and the
main purpose of his existence within the text is to
emphasise the imperfection of Japanese society,
since Frank despite being imperfect himself asks
Kenji a lot about problems of Japanese people,
such as loneliness and its consequences, thoughtless
consumerism, etc. His way of speaking altogether
with his confession at the end of the novel make
readers see him as the pure evil and the victim at the
same time, and resultantly comprehend the novel
with all its complexity.

Thus, language and characters’ speech are
important aspects to explore while literary analysis
of Ryl Murakami’s novels, since his works as post-
modern texts have several layers of perception and
one of those levels is undoubtedly lays in under-
standing language and characters’ speech nuances.
Language use analysis opens possibilities to inter-
pret Murakami’s violence depiction, realities differ-
entiation, simulacra and hyperreality perception and
many others. It would be fair to say that this vector
of Ryli Murakami study should not be ignored and
is worth further investigation.

Conclusion. In conclusion we can say that inves-
tigation on language and speech of Ryli Murakami’s
novels is an important part of literary analysis of his
fiction. Through the research into the language and
characters’ speech features not only other elements
of author literary style can be singled out, but also
some general Japanese literature trends of the epoch
can be crystallised. In the Miso Soup is appeared to
be a novel with a complex image structure, as pro-
tagonists’ representation is formed not exclusively
through the narrative but includes multiple layered
linguistic and semantic foundation. Characters use
spoken English presented by the means of the writ-
ten Japanese which opens new possibilities of liter-
ary interpretation of their images, and particularly
Frank’s image. In our opinion there is a huge prospec-
tive in speech and language vector of research into
Ryt Murakami’s prose with the wide range of lin-
guistic instruments such as corpus and many others.
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MI®OJIOTTYHA OCHOBA TIOEMH «KOPOJIEBA ®El» EAMYHJIA CIIEHCEPA

THE MYTHOLOGICAL BASIS OF THE POEM "THE FAERIE QUEENE"
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8UKIA0ay Kageopu iHO3eMHUX MO8

Hayionanvnozo ynisepcumemy «JIvgiecoka nonimexuixay

Y cTarTi po3rnsHyTO 3BEPHEHHSA 00 aHTUYHUX MiDOMNOriYHUX CIOXKETIB Y aHrmiAChKin nitepatypi enoxv BiopomxeHHs.
Ocobnuey yBary 3BepHEHO Ha BigobpaxeHHs MidonoriyHuX CHXeTIB, MOTMBIB Ta obpasiB y TBopyocTi E. CneHcepa
(«KoponeBa cen»).

TepMmiH «BigpomxkeHHs» Bneplue BeiB [xopoxio basapi, iTanincbkuii xyaoxHuk i 6iorpacg XVI ct. Lie TepmiH BUko-
PVCTOBYBanu Ans BU3Ha4YeHHS NepexigHoi enoxu B icTopii eBponencbkol KynbTypy Big CepeaHboBivys 4o Hosoro vacy.
XapakTtepusytoun BigpomxeHHs SK NpoBigHWI HanpsiMok eBponencekol nitepatypu XIV — noy. XVII cT., BaxKko He noro-
AWTUCb, LLO OAHIEI 3 TONOBHUX PUC LbOro Nepiody € BEMUKUA iHTepeC A0 aHTUYHOCTI, KA MOXHa Byno NpocTexuTn
y BCIX BUAax MUCTELTBa y BUMSGI BUKOPUCTaHHS aHTUYHMX CIOXKETIB Ta aHTUYHOI Micbonorii. Cam TepMiH «BigpomkeHHs»
B OCHOBHOMY O3Ha4a€ BigpOOXKEHHS aHTUYHOT KyNbTYpUW, MOBEPHEHHS A0 AXepen aHTUYHOCTI.

B AHrnii nepiog BigpomkeHHs noyvaBcs nisHille, Hix B iHLWMX KpaiHax 3axigHoi €Bponu, i 6yB KOpoTkoYacHUM, ane Hacu-
YeHUM. AHMIACBKI ryMaHicTV nepebyBanu nig BNAMBOM iTaniCbKoOro ryMaHiamy. 3roaom i opaHLy3bkuid ryMaHiam noyas
aictaBatuca AHrnii. AHrnincbka nitepartypa B nepiog BiopogxeHHsi 6yna npeacTaBneHa TakuMm XaHpamu sk fipuka, ncu-
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