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E. E. Ivashkevych. Psychological characteristics of the omniscient
narration. The author of this article underlines that studying narrative dis-
course in the English literature and its psycholinguistic aspects is very use-
ful to admit at once, however such kind of discourse plays a great role in all
kinds of genre of art literature. In a case we have a deal with graphic novels
it’s more suitable to show and to underline psycholinguistic peculiarities or
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aspects of narrative discourse. It was underlined that the important part
of comic book narration was also the point of view: who was watching and
what was the object of this gaze; if a character was looking at something
and in the next panel we were shown this object of this gaze, the reader was
positioned as this character. This type of positioning is essential in comic
book narration, as it has the possibility of affecting the meanings linked
with the reading of the comic. It was described the role of visual images,
which helped the reader to understand the textual information. Through
repetition the visual images become symbols, which mean that they begin to
represent something else through a rule or a shared agreement. These sym-
bols become narrative, and act as parts of the narrative by the way of inte-
grating the symbolic meanings linked to them to new contexts. The symbols
can even turn into metaphors, as for example the recurring image of the
Comedian being flung through the window, which may be interpreted as
speaking of the violence hidden in all of us. « Watchmen» develops and dis-
cusses the idea of omniscience and all that is linked to it, including the dra-
matic change that follows from the appearance of something truly omnipo-
tent and God-like the idea of divine omniscience is not really a model that
helps us fathom the way authors and narrators works on literary fiction.
Instead, the analogy seems to work the other way. The example of the novel-
ist, who creates his world, peopling it with creatures who come to seem to us
autonomous and who have interesting adventures, helps us to imagine the
possibility of a creator, a god, a sentiment being, as undetectable to us as
the novelist would be to the characters who exist in the universe of the text
this god created. Analyzing «Watchmen», the author of this article pro-
posed such psycholinguistic aspects of narrative discourse, as: visual em-
phasis; focalization of information; epigraphs’ emphasis; meta-narrative
presentation of the text; contrasting visual linkings; actualization of nar-
rative potential.

Key words: narrative discourse, visual emphasis, focalization of in-
formation, epigraphs’ emphasis, meta-narrative presentation of the text,
contrasting visual linkings, actualization of narrative potential.

E. E. IsamkeBuu. Ilcuxomoriudi XxapakTepuCTHKU ILIAHETAPHOTO Ha-
patuBy. ABTOpP CTaTTi HAroJIOIIy€E, IO BUBUEHHSA HAPATUBHOI'O JUCKYPCY
Ha MPUKJALI aHTJIIACHKOI JiTepaTypu, BU3HAYEHHSA IICUXOJiHI'BiCTUYHUX
ACIIeKTiB TaKOr'0 JUCKYPCY € BeJIbMH aKTyaJbHOIO IPOOJIEMOI0 CYy4acHOCTI,
ajiyKe TaKOTO POAY OUCKYPC Bifirpae HeaOUAKY POJIb ¥ BCiX sKaHpPaX XYI0MK-
HBOI JiiTeparypu. ¥ cTaTTi HapaTUBHUU AMCKYPC IPOaHAiB0BAHO HAa IIPU-
KJagi rpadiuHUX poMaHiB, Ha OCHOBI aHAJi3y AKMX BU3HAUEHO IICUXOJIHT-
BicTMYHiI 0COOJIMBOCTI HAPATUBHOTO AUCKYPCY. ¥ CTATTi HigKpecjaeHo, II0
BaJKJIMBUM JJI BUBHAUEHHSA 0COOJMBOCTEN HAPATUBHOT'O JUCKYPCY € aHaJIi3
MarepiaJiB, IpeACTaBJIEHUX Y BUTJIALL KOMiKCiB, afiKe JIIOQUHA, AKa CIIOCTe-
pirae, € auire o6’eKToM Bisyausrisarii, a He i1 cy6’ekTOM. ¥ BUIAAKY, AKIIO
TIePCOHAK CIIOCTEPirae 3a UMMOCh, TO UNTAU Oy/Ie MO3UI[IOHYBATHUCA AK caMe
et nepcoHak. IIpu mpboMy meBHUH THN NO3UI[IOHYBAHHA Ma€ BasKJIBe 3HA-
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YeHHS JJIA OIOBiJaHHA TEKCTOBOTO MaTepiajly, Ipe3seHTOBaHOro y (hopMi KO-
MiKciB, aJi’Ke caMe Il TUII ITO3UI[IOHYBAaHHSA BEJNKOI0 MipOIO BIJIMBAE Ha
3HAUYEHHS, AKi CTBOPIOIOTHCA YNTAYEM TBOPY.

V¥V crarTi HaroJoieHo Ha PoJi BisyanabHuX o0pasiB, AKi momoMaraioTb
yuTadyeBi 3po3yMiTu TeKcToBy iH(popmMmaiiro. IlokasaHo, 110 3a JOIOMOIOIO
IIOBTOPEHHA BidyaJsibHi 00pasu CTaloTh CHMBOJIAMY, IKi 03HAUAIOTH, 1[0 BOHU
MOYMHAIOTH IIPEJCTABIATU JeIl0 iHIlle 3a JOIIOMOT0I0 IIEBHOTO IpaBuJja abo
IXHBOTO 0cobucTicHOTO MPUNHATTA. 1[i cMMBOJIM CTAIOTh HAPATUBHUMU 1 BU-
KOHYIOTh POJIb YACTUH PO3IOBi/i 3a MIJIAXOM iHTerpaiii iXHiX CUMBOJIUHUX
3HayeHb. CHUMBOJIM MOXKYTh HABiTh MepeTBOPIOBATUCA HA MeTadopu, AK, Ha-
HpUKJIaJ, TaKi, 1110 IOBTOPIOIOTH 00pas ['ymopucra, AsKuii, 30KpeMa, aBTOpoOM
«OyB BKUHYTHH Uepes3 BiKHO», 1[0 MOKe OyTH BUTIyMaueHo AK HACUJIbCTBO,
IpUXoBaHe B KOKHOMY 3 Hac. AHaiisyrouu TBip «Hiuni oxoponmi» Anana
Mypa ta [HeiiBa I'i660oHCa, aBTOPOM IIi€el cTaTTi 3aIPOIIOHOBAHO TaKi ICUXO-
JIHTBiCTUYHI aclIeKTH HapaTWBHOTO JUCKYPCY: BidyajbHa aKIeHTyallid,
aKTyaJsisamia ingopmairii, akTyasisaiida emirpada, MeraHapaTUBHA IIPEe3eH-
Tallisg TEKCTY, KOHTPACTHI BidyaJIbHi CJIOBOCIIOJIyUeHHA, aKTyaIisallisa Hapa-
TUBHOTO IIOTEHITiaJy.

Kiarouosi cioBa: HapaTUBHUM OUCKYPC, BidyalbHa aKIEHTyAaIlisd, aKTy-
asrizaria iHpopmairii, akTyasisaria emirpaga, MeTaHapaTUBHA ITPe3eHTAIliA
TEKCTY, KOHTPACTHI Bi3yaJbHi CJIOBOCIIOIYUEHH, aKTyaJIi3alid HapaTUuBHO-
ro IIOTeHIiary.

9. 9. UBamkesnu. Ilcuxonornuyeckne xapakTepUCTHKHU ILJIAHETAPHO-
ro HappaTupBa. ABTOD CTaThbU MOAUYEPKUBAET, UTO M3YUeHUE HAPPATUBHOI'O
OUCKypca Ha IpUMepe aHTJINHACKON JIUTepPaTyphl, OpeaeIeHne IICUXOJNHT-
BUCTHUYECKUX aCIIeKTOB TAKOT0 AUCKYypca ABJSETCA BeCbMa aKTyaJIbHOM ITPo-
0JIeMOi1 COBPEMEHHOCTH, BeIb TAKOI'0 POAa AUCKYPC UTrPaeT HEMAJIOBAXKHYIO
POJIb AJIA BCeX KAaHPOB XYNOKECTBEHHOU JuTepaTypbl. B cTaThe HappaTuB-
HBIM IUCKYPC IIPOaHaIN3NPOBAH Ha IpuMepe rpad)muecKuX POMaHOB, Ha OC-
HOBE OCMBICJIEHUA KOTOPBIX U OIpPeesieHbl IICUXOJUHIBUCTUYECKEe 0COOeH-
HOCTH IIOBECTBOBATEJIBHOTO AUCKYypPca. B cTaThbe MOqUEPKHYTO, UTO JOCTATOY-
HO BasXHBIM JIJI Ope/iesIeHIA 0COOeHHOCTEe! IT0BECTBOBATEILHOT'O JUCKYPCa
ABJSIETCA aHAJIN3 MaTepPUaJioB, IPEACTABJIEHHBIX B BHJIEe KOMUKCOB, Belb
YeJIOBEK, KOTOPBINA HAOIIOLAET, ABJISETCA TOJBKO 00'beKTOM BU3yaIN3aI[ii,
a He eé cy0obeKkTOM. B cryuae, eciiu mepcoHasK HabJII0aeT 3a 4eM-TO, TO UNTA-
TeJIb OyeT MO3UITMOHNPOBAThCA KaK 9TOT mepcoHask. IIpu sTom onpeneiéH-
HbBIN TUII IIO3UITMOHUPOBaAHUSA LUMeEeT GOJ'ILH.IOE 3HaUeHue OJId IIOBECTBOBAHUA
TEKCTOBOI'O MaTepuaJia, IpecTaBJIeHHOT0 B (popMe KOMUKCOB, BeJb UMEHHO
STOT TUII MIO3UIMOHNPOBAHNSA BO MHOI'OM BJIMSET HA 3HAUEHUSA, KOTOPBIE CO3-
AAI0TCA YUTaTeJieM IIPOU3BEeICHMA. B cTaTbe OTMEY€eHO, UYTO BU3yaJIbHbIE 06'
Pas3bl 3BHAYUTEJBbHO IIOMOTalOT YUTATE/NI0 IIOHATh TEKCTOBYIO I/IH(I)OpMaHI/IIO.
ITokasano, 4TO ¢ IMOMOIIBIO NMTOBTOPEHUA BU3YyaJbHBIE 00PA3bl CTAHOBATCS
CHUMBOJIaMM, KOTOPBIE O3HAYAIOT, UTO OHM HaYMHAIOT IIPpEeACTaBJIATH HEUTO
HHOE C IIOMOIIBIO OHpeHeJIéHHOI‘O IIpaBuJia UJU UX JIMUHOCTHOI'O IIPUHATHUA.
ATH CUMBOJIBI CTAHOBATCS HAPPATUBHBIMU U UCIIOJHIIOT POJIb IIPEe3eHTAI[AN
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yacTell paccKasa Mo IYTH MHTETPAIlMU UX CUMBOJNYECKUX 3HaueHui. Cum-
BOJIBI MOTYT [a’Ke IpeBpaIaTrhcsa B MeTadophl, Kak, HaIpuUMep, Takue, Ko-
TOpbIe TOBTOPAIOT 06pas FOMopucTa, KOTOPHIiT, B YaCTHOCTU, aBTOPOM «OBLI
BOpOIIIeH Yepe3 OKHO», UTO MOJYKET ObITh MCTOJKOBAHO KaK HacUJNe, CKPbI-
TOe B KasKJOM M3 Hac. AHaausupys npousBeneHue «HouHble OXPaHHUKM»
Amana Mypa u [IpiiBa ['m660mca, aBTOPOM 9TO# CTAThU OBLIMN IPEIIOKEHBI
caeyoIre ICUX0JNHTBUCTUYECKYE aCIeKThl HAapPAaTUBHOTO JUCKYpCca: BU-
3dyajbHas aKIeHTyallusd, akTyaausanusa nHQopMaInn, aKTyaan3alus S1Iu-
rpada, MeTaHappPaTUBHAA IIPE3eHTAIN TeKCTa, KOHTPACTHbIEe BU3yaJIbHBIE
CJIOBOCOUETAHUS, aKTyaJIu3aIlisa HapPaTUBHOTO MMOTEHI[1AJIA.

KaroueBsie croBa: HappaTUBHEIN JUCKYPC, BUByaJTbHAA aKIleHTyaIus,
axkTyanusanusa nHGoOpMaIun, aKTyaansanus snurpada, MeTaHappaTuBHAS
Ipe3eHTAaI A TeKCTa, KOHTPACTHBIE BU3YaJIbHBIE CJIOBOCOUETAHMA, aKTY AN~
3a1usa HapPaTUBHOTO IIOTEHITNATA.

The topicality of the research. Studying narrative levels of
graphic novels, it is naturally to be located in the field of narrative
studies and it will attempt to mould a narrative method suitable for
studying of graphic novels, for studying of the world of image. As
there is not any established method exists yet, this thesis we’ll be-
gin by combining various theoretical researches from the field of
traditional narrative studies, such as Seymour Chatman and Gerard
Genette, with various views on visual narration and researches of
studying comics. A basic structural analysis of « Watchmen» (1986)
by Alan Moore and Dave Gibbons is the initial goal, and later chap-
ters will attempt at more detailed analysis of the various narrative
aspects of a graphic novel. It is important to point out right at the
beginning that in the context of this study, the general terms of
traditional narrative study are not directly applicable, but must
be reconsidered and possibly redefined when applied. Therefore,
terms such as narrative studies poorly, as no single narrator can be
extracted from the story appearing in a graphic novel, as the im-
ages are not «narrated» in a way traditional written novels are. It is
more useful to borrow the term «narration» from the field of film
studies. Still, in this thesis the terms from narrative studies will be
applied from the point of view of comic book narration and its re-
quirements.

Comics do not have an omniscient narrator in the same way that
traditional literature does, no all-knowing all-seeing power behind
the action. As discussed in previous chapters, comics do use focali-
zers and narrators and point-of-view shots, which are an integral
part of the narration of the graphic novel. One could argue that the
omniscience of narration takes place in the visual depiction of the
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narrative when no focalization takes place and the images merely
illustrate the actions from a clearly outside point of view.

The review of recent researches. The researcher Seymour Chat-
man [1, p. 11] has resorted to film studies and calls this type of
storytelling «Hollywood aesthetics», where the narration becomes
«invisible» and the focus is on the events instead of the narration.
According to Chatman, the reader is «pulled in» to the story, and
only after a visible break in the narrative structure does the reader
once again become aware of the narrative structure and the dis-
course it applies and consequently use different interpretational
tools. The question is not this simple, however. According to John
Morreall, an omniscient narrator is one who knows about «events
occurring at any time or place, in complete detail, and not just about
public events but also about the private thoughts and feelings of the
characters» [1, p. 13]. This statement does not hold when discussing
the narration in Watchmen, as for example the traditional thought
balloons depicting private thoughts are not shown at all to the
reader.

So, the tasks of our research are:

1. To analyze the narration of « Watchmen» and to show the role
of the implicit omniscience.

2. To describe psychological characteristics of the omniscient
narration.

3. To propose psycholinguistic aspects of narrative discourse.

The main material of the research. The argument is that eve-
ry story has its point of view, so there must be someone telling the
story from that point of view. Watchmen creates an interesting di-
lemma here, for who is the person behind the collection of appendi-
ces? Who is the mysterious «we» that presents the excerpts from
the various sources, some of them clearly of very private nature?
The events are «filtered through» by a consciousness, which accord-
ing to G.Genette makes the idea of «omniscience» impossible, as an
omniscient narrator knows everything, past, present and future —
with no need to have a point of view or a presentation of the events
in a chronological order [2, p. 43]. At this point I was obliged, in
order to continue the research, to assemble the ideas of the «hie-
rarchy of discourses» that reveal and conceal the amount of know-
ledge available to the reader by presenting the events of the story
through «less knowledgeable» agencies such as various characters.
Thus, we do not know any more about the plot by Adrian Veidt than
Rorschach and Nite Owl investigating it, as the events have been
filtered through their experiences; at least that would be the case
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had not the appendices with their information. As the readers are
equipped with the appendices, the readers are in possession of more
knowledge than the characters, which positions the reader in an in-
teresting position in the hierarchy of discourses in « Watchmen».
The fact that these hierarchies exist mean that choices are being
made for the reader of the comic, events are presented in one way
rather than another, which is the essence of narration itself. Every
panel is a deliberate scene shown to us for a purpose of the narra-
tive, the gutter closing every panel. So who shows us the scenes,
gives out the small clues to solve the mystery, who allows us a sud-
den access to the memories of the characters? Are these questions
even relevant when discussing a medium as visual as comics? Our
personal answer to the problematics of an omniscient narrator is to
appeal to the author and his/her creative control, transferring the
omnipotence to the author. S.McCloud, on the other hand, transfers
this process to the reader, who creates and controls the narrative via
acquiring knowledge divided by the text [3].

Naturally, the problem of omniscience is far more extensive
to be thoroughly dealt with it in the present thesis, so let me just
present the briefing of my point of view on this problem. Getting
deeper into the matter of the question we may problematize the re-
ligious undertones linked with the term, as the usual analogy that
is made between the author/narrator and God, and the basis for the
idea is what I refer to a «Perfect Being Theory». The main prob-
lem in theology is the question of the compatibility of omniscience
and free will, both which I claim are taken for granted as necessary
and desirable. The idea of a «perfect being» is literally put to test in
«Watchmen», for th e character of Dr.Manhattan IS as close to God
as a character can be: he is «omniscient» in a sense, for he knows
all events past, present and future, and omnipotent as he poten-
tially has the power to destroy the world (or save it). But omnis-
cient characters and narrators differ greatly in their «readiness to
share their unlimited knowledge with the reader». Dr.Manhattan
does have access to Laurie’s thoughts, as shown to us in the dialogue
between him and Laurie in Chapter VIII:

«Jon? Oh Jesus,I...1,1 mean they said you’d gone. They said you
were on Mars... »

«I amon Mars. Now, I believe we have a conversation scheduled.
You want to talk to me.»

«God, yes. Yes, I was just thinking... But Jon, how did you know?
I need to see you, you appear ... I mean, it’s all so deus ex machina...»
[4, p. 23].
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Omniscience is not a quantitative but a qualitative attribute:
thus, if Jon/Dr, Manhattan has the ability to know the thoughts of
one character, he must by definition be treated as knowing those of
others. This claim is based on the assumption that the only alter-
native to a human’s partial knowledge must be an omniscient God.
However, we can imagine various versions of superior knowingness
which are not limited to complete omniscience or human knowledge.

The implicit omniscience of Dr. Manhattan is also doubtful, for
even though he has the access to other people’s thoughts and an om-
nitemporal view of the past, present and future, the future is not
as simple as it sounds. In Chapter IX, Dr. Manhattan talks of his
future in very vague terms:

«I return to Earth at some point in my future. There are streets
full of corpses. The details are vague» [4, p. 17].

The narrative also suggests at one point that Dr. Manhattan
knew that President Kennedy would be assassinated, but yet he was
seemingly powerless to prevent it, because to him, «the future is
already happening» [4, p. 16]. Everything is preordained, yet as an
omnipotent character he could change the course of history. The
character of Dr. Manhattan dramatizes well the ability of an «om-
niscient» narrator, and forces to look for other ways to analyze his
existence. One solution is to replace the heavily religious term «om-
niscience» with the idea of clairvoyance, more precisely telepathy.
As I bear the opponent of every religious system in me, this frag-
ment of my scientific personality criticizes the religious undertones
that plague the term «omniscience», and suggests that telepathy
opens up possibilities of a humbler, more precise, less religiously
freighted conceptuality than does omniscience for thinking about
the uncanniness of what is going on in narrative fiction. Telepathy
is both thematically and structurally at work in the narratives of
modern fiction, and calls for a very different kind of storytelling
than that promoted by the religious, panoptical delusion of omnisci-
ence. This helps us understand that when characters’ thoughts are
reported, we are not dealing with a narrator who knows everything
at once, but rather we should talk about «narrative instances» that
report on one consciousness at a time, often transposing or translat-
ing the thoughts into the intermediate discourse .

The idea of telepathy instead of omniscience brings into discus-
sion other elements as well, creating an effect of cognitive estrange-
ment in the narrative as telepathy is linked with paranormal activi-
ties whereas the religious undertones of omniscience are more fa-

103



36ipHuk HaykoBux npaib K-ITHY iMeHi [BaHa Orienka, Incrutyry ncuxonorii iMeni I C. Koctioka HATTH Vkpaitu

miliar with any reader born and raised in a western culture. Sois Dr.
Manhattan an omniscient God-like creature or a super-human with
the super-human ability of telepathy? At one point he expresses his
visions as follows:

«There’s some sort of static obscuring the future, preventing
any clear impression. The electromagnetic pulse of a mass warhead
detonation might conceivably cause that... » [4, p. 17].

His knowledge appears to be more telepathy-like than omnisci-
ent, and as the later development in the novel shows, this «static»
is actually caused by Adrian Veidt to prevent him from discover-
ing his plot too soon [4, p. 11]. However, Dr. Manhattan’s character
does retain some aspects which link him to the concept of God, as
he playfully suggests he will go and «create some» human life in
another galaxy after leaving earth for good [4, p. 27]. The questions
of creation and free will arise repeatedly in Dr. Manhattan’s narra-
tion, as he questions his actions:

A world grows up around me. Am I shaping it, or do its predeter-
mined contours guide my hand? ... Without me, things would have
been different. If the fat man hadn’t crushed the watch, if I hadn’t
left it in the test chamber... Am I to blame, then? Or the fat man? Or
my father, for choosing my career? Which of us is responsible? Who
makes the world? [4, p. 27].

This question of making the world is a central theme in narra-
tology, as the debate on «who makes the world?» is ever present.
Is it the author, the narrator, the reader? The theme of power and
responsibility entwines with the question of omnipotence. The ques-
tion of symmetry and preservation of status quo are given new di-
mensions through the worldview of Dr. Manhattan, seeing the world
acting as in clockwork, everything taking place as preordained. Dr.
Manhattan’s inability to relate to human life and continuing res-
ignation from the sphere of humanity place him in an interesting
debate concerning God and whether or not God actually cares at all.
Through Dr. Manhattan, Watchmen develops and discusses the idea
of omniscience and all that is linked to it, including the dramatic
change that follows from the appearance of something truly om-
nipotent and God-like the idea of divine omniscience is not really a
model that helps us fathom the way authors and narrators works on
literary fiction. Instead, the analogy seems to work the other way:
The example of the novelist, who creates his world, peopling it with
creatures who come to seem to us autonomous and who have inter-
esting adventures, helps us to imagine the possibility of a creator, a
god, a sentiment being, as undetectable to us as the novelist would
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be to the characters who exist in the universe of the text this god
created.

This idea is not new in the field of literature, but has been re-
peatedly explored by authors such as James Joyce. In A Portrait of
the Artist as a Young Man (1916) Joyce uses the internal monologue
of Stephen Dedalus to discuss the role of the artist in connection to
his work, an idea familiar from various other literary sources:

«The artist, like the God of creation, remains within or behind
or beyond or above his handiwork, invisible, refined out of existence,
indifferent, paring his fingernails».

The vision of the indifferent, detached God «paring his finger-
nails» comes close to Dr. Manhattan’s impartiality in the face of hu-
manity. The omnipotent characters work like omnipotent authors,
drawing up analogies to help us explain things we cannot explain.

Conclusion. So, analyzing « Watchmen» and describing psycho-
logical characteristics of narrative level of graphic novels we can
propose such psycholinguistic aspects of narrative discourse:

- visual emphasis;

- focalization of information;

- epigraphs’ emphasis;

- meta-narrative presentation of the text;

- contrasting visual linkings;

- actualization of narrative potential.

Also «Watchmen» as the socio-cultural phenomenon has been
studied in the courses of history, economy, politics and sociology,
while there have been no psycho-linguistic study on the novel. In
other our articles we’ll decide to focus mostly on the culture and
logical aspects of the novel, and the results of these researches will
be discussed and completely described.
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R. I. Karkovska, M. B. Klimanska. Motives for volunteering of the
hotline counselors. The article is devoted to the problem of volunteer mo-
tivation of those persons, who are working as hotline (helpline) counselors.
It is noted that the content of the volunteer hotline counselors’ work is to
provide non-professional psychological help to the callers — situational psy-
chological support. On the base of current theoretical approaches to the
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