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J1€ECJI0BO B IHAUBIAYAJIBHOMY CTUJII MAPTAPET ETBY/L

Cmamms npucesuena 00CTi0NHCeHHIO THOUBIOYATbHO20 CMUNIO KAHAOCHKOI nucbmenHuyi Mapeapem Emeyo uepes
npusmy 0i€CIi6HO20 8xCUBAHHA. Bapiamusnicms suxopucmarnta 0iecie y Xy00xCHIX MeKCcmax, AKa 6NIUBAe HA OUHAMI-
Ky ma pumm onogioi, Cmae Kuo4o8uM napamempom onia usnadents ioiocmunio. Akmyanvnicms 0ocaiodtcens nonseae
6 MOMY, W0 GUKOPUCTNAHHS KOPNYCHUX MEMOOI8 YMOJNCIUBTIOE GUABTEHHS TAMEHMHUX 0COOIUBOCHEl JIECTIBHO20 BAHCU-
8aHHSL, AKI CKIAOHO GUAGUMU THIMYITUGHO.

Mamepianom ciyeysas xopnyc i3 npo306ux meopie agmopku, ujo sxaouag 406393 diecnisni moxenu. /[ns keanmuma-
MUBHO20 AHANIZY 3ACMOCO8aHO KopnycHi sacmocyrku Sketch Engine ma AntPConc. Obuucieno abconommuy ma 8iOHOCHY
yacmomHuocmi 0i€CiBHO20 BXHCUBAHHA, A makoxc type/token ratio (ttr). Ompumani cmamucmuyHi NOKA3HUKU NOPIBHAHO
3 NOKA3HUKAMU pedepenmno20 Kopnycy KaHaodcokoi Xy0ooicuvol nimepamypu Strathy. Ananiz danux nokasas, wo 6io-
HOCHA Yyacmomuicmy diecnienoeo excusanns y meopax M. Emeyo (208 309 na 1 man) nepesuujye cepeoni nokazHuKu
pepepenmuozo kopnycy, a sucoxuil ttr (0,1) céiouums npo 3uaune poamaimms Oi€CIiBHOL TeKCUKU.

OKpim KITbKICHUX napamempis, 00CIiONCeH s BUAGUNO AKICHI 0COOIUBOCMI OIECTIBHO20 BAHCUBAHHS, 30KPEMA: MeH-
0€eHYil0 00 YHUKAHHS eBheMi3Mi8, aKMUBHE BUKOPUCTAHHS HAYKOBO-MEXHIUHOT MePMiHON021], CIEBOPEHHS MemapopuuHux
00pasis, cyb’ekmusayiro yepez MOOAIbHI JIECI08A, CMBOPEHHA ANt03Il Yepe3 JIECIBHI apxaismu ma aemopcyKi inmep-
npemayii 3HauenHs OKpemux 0IECi6 3 GIOMIHKAMU IPOHIL Ma CAPKA3M).

Busnaueno gynxyitinuti nomenyian 0iecis y XyooxcHix npozosux meopax M. Emeyo, 30kpema ix ponv y cmeopenhi
OuHamMIKu ma Hanpyeu, oopasnocmi ma emoyitinozo gony. Kuouosi diccnosa ¢ meopuocmi M. Emeyo exazyroms Ha mema-
MUYHY ma i0etHy CnpAmMoBanicmb.

Hocnioocenns niokpecnroe saxcausicms diecnosa y popmysanui asmopcokozo cmuiro M. Emeyo i 6iokpueae nepcnex-
Mueu 0 2NIUOW020 AHaANi3y i3 3ACMOCYBAHHAM CYUACHUX KOMN TOMEPHUX MEXHONO0RIl.

Kniwouosi cnosa: diccinoso, inousioyanvhuii cmuis, Mapeapem Emeyo, Xy0ooicus iimepamypa, KOpnycHi napamempu,
cmunemempis.
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THE VERB IN THE INDIVIDUAL STYLE OF MARGARET ATWOOD

The paper focuses on the study of the individual style of the Canadian author Margaret Atwood through the prism of verb
usage. The variation of verbs used in literary texts, which affects the dynamics and rhythm of the narrative, becomes a key
parameter for determining the author s individual style. The relevance of the study lies in the fact that the use of corpus-
based methods makes it possible to identify latent features of verb use that are difficult to detect intuitively.

The material was a corpus of the author s prose works, which included 406 393 verb tokens. The quantitative analysis
draws on corpus tools such as Sketch Engine and AntPConc. The absolute and relative frequencies of verb use, as well
as the type/token ratio (ttr) have been calculated. The obtained statistics are compared with those of the reference corpus
of the Strathy Corpus of Canadian English Fiction. The data analysis has shown that the normalized frequency of verb
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use in M. Atwood’s works (208 309 per 1 million) exceeds the one in the reference corpus, and the high ttr score (0.1)

indicates a significant verb diversity.

In addition to the quantitative parameters, the study has revealed qualitative features of verb usage, in particular:
a tendency to avoid euphemisms, use of scientific and technical terminology, creation of metaphorical images,
subjectification through modal verbs, creation of allusions through verb archaisms, and the author’s interpretations
of the meaning of individual verbs with shades of irony and sarcasm.

The functional potential of verbs in M. Atwood s prose fiction involves their role in creating dynamics and tension,
imagery, and emotional background. The key verbs in M. Atwood s works shed light on the prevailing themes and ideas.

The study emphasizes the importance of the Verb in the formation of M. Atwood’s individual style and delineates
the prospects for deeper analysis with the application of modern computer technologies.

Key words: verb, individual style, Margaret Atwood, fiction, corpus parameters, stylometry.

AKTyaabHicTh npoOaemu. BuBueHHs i1HAU-
BiJlyaJIbHOTO aBTOPCHKOTO CTHIIIO 0a3zyeTbcs Ha
BCTAHOBJIEHHI 0COOJNIMBOCTEH BUOOpPY aBTOpa
3 MOMIX YCi€l HaJiTpHU JOCTYITHUX MOBHHX 3acO-
0iB. [11aGmoHHICTE Mi€CTIBHOTO BKUBAHHS, K Mpa-
BIJIO, TPOCIIAKOBYETHCS BIIPOIOBXK YCi€i TBOp-
yocTi aBTopa. [ToMmiTHA 3 Al€caiBHA BapiaTUBHICTb
Mae TIeBHY METy, 30KpeMa IOB’s3aHa 3 BUPaKEH-
HsM JuHamiku Ta putMmy omnoBiai (Leech & Short,
2007). OTxe, BCTAaHOBJIEHHS MapaMeTpiB Ji€CIiB-
HOTO BKMBaHHS SIK MapKepa 1HAMB11yallbHO-aBTOP-
CBKOTO CTHJIIO € aKTyaJIbHUM, OCOOJHMBO 3 OTIISTY
Ha MOXKJIMBOCTI Cy4acHOTO KOMIT FOTEPHOTO OIpa-
IFOBAaHHS BEJIMKUX TEKCTOBUX MACHBIB.

AHali3 OCTaHHIX AOCTiIXKeHb i myOsikamii.
[HauBiAyanpHUNA CTHIB aBTOpa NPHUBEPTAB yBary
Oaratbox AOCHITHMKIB. IloMideHO, IO JIEKCHUKO-
CEMaHTHYHI MapaMeTpH aBTOPCHKOTO CTHIIIO BisIO-
OpakatoTb MOBHY Ta KOHUENTyaJbHY KapTHHU
cBity (€cumenko, 2007; Semino, 2002). Ponb
AQHDIIACBKUX J1€cTiB Yy (OpMYyBaHHI 1HAMBIAY-
QTBHOTO CTHIIIO aBTOpa TOMEPETHBO JIOCHIIUIA
B yKpaiHcbkoMy MoBo3HaBcTBI B.B. JXKykoBcbka
(KykoBcbepka, 2004). B octaHHI pOKH IOILIH-
peHi crunemerpuuHi gociimpkenHs (Ilepeduiinic,
2004; Buk & Rovenchak, 2007), akneHTOBaHO
yBary Ha 3aCTOCYBaHHI KOPITyCHOTO 1HCTpYMEH-
Tapiro Ta KOMIT FOTEPHOTO OIpAIfOBAaHHS TEKCTiB
3 METOIO BUSIBJICHHS MOJEKYIN MPUXOBAaHUX Mapa-
METpIB 1HAMBITyaIbHO-aBTOpCchKoro ctuio (I1as-
nmumenko, 2017), a TakoX MOCTIIKECHHS, CHpS-
MOBaHI Ha BUSBJICHHS HAHOUIBII ONTHMAJIbHUX
MapkepiB i BcTaHOBIeHHs aBTopcTBa (He et al,
2024). HaromnonryeTbcst Ha BaKIHBOCTI CYTTPOBOILY
CTaTUCTUYHOI apaMeTpH3alii KICHOIO 1IHTepIpe-
tariero (Levchenko & Dilai, 2023).

Mera pgociaimkennsi. Harmie gociimkeHHS
CIpsSIMOBaHE Ha BHBYCHHS POJI JI€CTIOBA B 1H[U-
B1JlyaJIbHOMY CTHJII B1JIOMOi KaHaJIChbKOi MHChMEH-
HUII-TocT™MOonepHicTkn Mapraper EtByn. € min-
CTaBU BBa)XaTH, 10 BCS MaJiTpa AIECTIB, YXKHUTA

26

y IPO30BHX TBOPAX aBTOPKH, € CBOEPITHOIO 1 MOXKE
CJIyTYBaTH MiAIPYHTSIM U BCTAHOBJICHHS aBTOP-
CTBA MUCHMEHHHUIII.

Buxkan ocHOBHOTO MaTepiajy 10CaiTKeHHS.
3acTocyBaHHSI KOPIYCHOTO IHCTPYMEHTApilo JUIs
BUBYCHHS aBTOPCHKOTO CTHJIIO BIJKpPHBA€ HOBI
NEepPCIEeKTUBH, aJKe J03BOJISIE BUSIBUTU MOACKYIH
JATeHTHI O0COOIMBOCTI JII€CTIBHOTO B)KHUBaHHSI.
3 MEeTOI0 BHSIBICHHS TAaKMX OCOOIHMBOCTEH Bax-
JIMBO 31CTaBUTH MapaMeTpH 1HAMBITyaIbHO-aBTOP-
CHKOTO CTHJTIO 13 TapaMeTpaMH IHIIIOTO aBTopa abo
KUTBKOX aBTOpPiB, TOOTO 3 JAaHMMH TOPIBHIOBAIb-
HOTO pedepeHTHOro Kopmycy. Marepiaiom 1mboro
JIOCHTI/DKEHHST  CIYTYBajdu JIECITIBHI  BXKUBaHHS
(406 393 ToKeHIB), BUOKpEMIICHI 3 KOpITyCy TpO-
30BUX TBOpiB M. ETByn: pomaniB Ta 30ipoK OMOBI-
Janb (ycboro — 20). 3acTocoBaHO KOPITYCHY METO-
JIOJIOTIIO, sIKa MOJIAraja B eKCITIKAIll JI€CTiBHUX
BKMBAHb 4epe3 MporpaMmy KOHKOPAALi 3aCTOCYHKY
Sketch Engine Ta CTaTUCTUYHOTO OIPALFOBAHHS
OTPUMAaHUX PE3YyNIbTaTiB: BCTAHOBJIEHHS a0COMIOT-
HUX Ta BIIHOCHUX (HOpMai30BaHUX Ha | MJIH cio-
BOBXKMBAaHb) TIOKA3HUKIB JIECTIBHOTO BXKHBAaHHSI
B okpemux TBOopax M. ETByn Ta B Kopmyci ycix
aHaJII30BaHMX MPO30BUX TBOPIB aBTOPKH Ta BU3HA-
YEeHHSI MIpU PO3MAiTTs JIECTIBHOTO BXXKMBAHHS Ha
OCHOBI type/token ratio (ttr). OkpiM TOTO, 3MIHCHEHO
cpo0y BCTAHOBUTH BIAXWJICHHS CTaTHCTHYHUX
napameTpiB gieciiB y TBopax M. ETByn Binm mapa-
METPIB CEKIIT «XyI0XKHS JIiTeparypa» KaHaJIChKOTO
Koprycy Strathy. Y tabmuri 1 momaHO OCHOBHI
CTaTUCTUYHI MapaMeTpu TIE€CTIB Yy KOPIyCi TBOPIB
M. EtByn. BimHOCHA YacTOTHICTH JIECTIBHHUX CJIO-
BOBXKHBaHb B TBOpax ckiana 208 309, mo nepe-
BUIIIY€E BIATOBITHUHN MOKa3HHUK y CEKITT «XyIOKHS
miteparypa» Strathy (207 279). e cBimuuTh mpo
0co0MBY HacW4eHICTh TBOpiB M. ETBynm miecio-
Bamu. Takox Brcokuid moka3HuK #7 (0,1) Bkaszye Ha
PO3MAITTS BKUTOI TIECITIBHOT JICKCHKH.

Ha ocHOBIi cTaTUCTUYHOTO OMpAIIOBAHHS BCTa-
HOBJICHO KIIIOUOBI niecrmoBa B TBopax M. ETByn,
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Tabmus 1
CrarucT4Hi napaMeTpu Jiec1iBHOIO B:kMBaHHA y TBopax M. ETByn
3arajabHa AGCOIIOTHA YACTOTHICTH BiI[HOC'H a
Kopmyc K-CTh Ji€c/iBHUX TOKeHiB/ po3Mmip | dacroTHierh verb op e/token
niecnin (Tumis) Kopnycy Ji€cJTIBHUX TOKEHIB ratio (ttr)
Ha 1 MJH
Kopmryc M. EtByn X 406393/1950914 208309 0,100
«Opuxkce Ta Jlepkau» 1866 21487/103950 206705 0,087
«Pik motomy» 1903 25995/121474 213996 0,073
“MaddAddam” 2019 25056/119093 210390 0,081
«Ciinuii BOUBIS» 2487 37413/179457 208479 0,066
«OTOBIIb CITYKHHII» 1559 20684/97618 211887 0,075
«3aroBiTn» 1758 24326/109244 222676 0,072
«Hamer» 1334 10107/58805 171873 0,131
«Bowua x [peiicy 1939 33505/169977 197115 0,058
«Ilenenomiamay» 1020 6284/30763 204271 0,162
“Surfacing” 1548 13573/63201 214759 0,114
“The Heart Goes Last” 1731 22936/104162 220195 0,075
“The Bluebird’s Egg” 1620 18705/89090 209956 0,086
“Jleni Opakn” 1835 25160/116786 215437 0,072
“Edible Woman” 1747 22725/103313 219962 0,077
“Payback” 1293 9608/52999 181286 0,134
“The Wilderness Tips” 1537 15061/71792 209787 0,102
“The Robber Bride” 2272 39256/186841 210104 0,058
“Cat’s Eye” 1946 27930/138061 202302 0,070
“Good Bones” 814 3740/19965 187327 0,217
“Murder in the Dark” 553 2842/14323 198422 0,195
Kl BigoOpakaioTh NeBHMM iHQopMmauiinuii  the female inhabitants. Or, put some other way

3MICT, SKAW BUMarae JIeTajJbHINIOI iHTeprpeTa-
uii. 3o0kpema, giecnosa pyxy walk ta go B «Ormo-
BiJli CITY)KHUII» HE TIPOCTO CTBOPIOIOTH JHHAMIKY,
a BKa3ylOThb Ha OakaHHs 3MiH: BTeYl BiJl aBTOpH-
Tapnoro pexumy lineamy (Atwood, 1996).

SkicHui aHami3 AIECTIBHOTO BXKMBAaHHS Y TBO-
pax M. ETByn BUSBHUB OKpeMi €JIEMEHTH CTHIIIO,
MpUTAMaHHI [UCBMEHHUIN, SKI  PO3IISIHEMO
JeTajbHIIIe.

1. BoxuBaHHS Ta yHUKaHHS (BiIKUIaHH:) eBde-
Mi3MiB:

end up: The fact is that my heart has been
acting up again. Acting up, a peculiar phrase. It’s
what people say to minimize the gravity of their
condition. It implies that the offending part (heart,
stomach, liver, whatever) is a fractious, bratty
child, which can be brought into line with a slap or
a sharp word (Atwood, 2009, p. 451).

rape: He has the feeling he’s quoting from
a book, some obsolete, ponderous directive writ-
ten in aid of European colonials running planta-
tions of one kind or another. <...> They would
have been told to wear solar topis, dress for din-
ner, refrain from raping the natives. It wouldn't
have said raping. Refrain from fraternizing with
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<...>(Atwood, 2013, P. 5).

kick the bucket: We almost kicked the bucket. We
could have been swept out with the tide and ended
up in South America, but more likely picked up
by Gilead and strung up on the Wall (Atwood,
2020, p. 351).

Hazaran BimoMo, mo eBpeMi3MH SK HEempsmi
3aByaJIbOBaHi BUCIIOBJICHHS € XapaKTePHUMH
JUTSL OTTUCIB JAMCTOIIN, HAPUKIIA, BOHH OIHCY-
I0Th yCTaJICHUH KBa3iifealbHUI CBIT IEPCOHAXKIB
JIx. Opsemna. M. ETByn mparae 10 mpsMoITiHii-
HOCTI, 3aMIHIOE €B(pEMI3MH «HEIPUEMHUMMN
HOMIHATUBHUMH [TO3HAYCHHSIMH, THM CAMUM 1MII-
JIUUTHO 3aCyKYIOUM OINMUCAHUNA HEI CYCHiJb-
HUH Ja.

2. BxuBaHHS HayKOBO-TEXHIYHOT TEPMIHOJIOTII:
encyst, individuate.

VY TBOpax aBTOPKM ONMHUCAHO HOBI (paHTACTUYHI
CBITH, B SIKHX HAyKOBO-TEXHIYHA PEBOJIOLIS JAOCS-
Ila afnorero, sK TPaBWJIO, HEraTUBHOTO, 0O CBIT
niepeOyBae Ha MEKi CAMO3HUIIICHHS, TEPMIHH HaJIe-
)Kath 10 cep OI0TEeXHOJIOTIH, eKoJIorii, TeoNorii,
¢inocodii Ta MHUPOKOTO KoJIa CYCITBHUAX HayK.

3. CTBOpeHHSI MEHTAaJBHOrO 00pa3y Ji€CiOBa,
HanpuKIam, kill:
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“The cat, is what he said.

Cat? I said, against the wool of his sweater.

We can t just leave her here. <...>.

L’ll take care of it, Luke said. And because he
said it instead of her. I knew he meant kill. That is
what you have to do before you kill, I thought. You
have to create an it, where none was before. You do
that first, in your head, and then you make it real.
So that's how they do it, I thought. I seemed never
to have known that before. (Atwood, 1996, p. 54).

OxpiMm mpedepeHiii CTOCOBHO BXHBAHHS
OKpeMHX JI€CIIiB, caMa aBTOPKa 3ayBaXkye 3MIHY
B THIIOBHUX apryMmeHTtax mieciniB. [loTpiOHa cro-
YaTKy JilenepcoHaisanis 00’ ekra, 1100 MOrTH Horo
BOWTH: JieTIIIe BOWTH if, aHIXK her:

Takok aBTOpKa TO/Ja€ CBOE BU3HAUCHHS IS
niecniB work, build, grow Ta should, nosicHro€ Bif-
MIHHICTB MiX lie Ta lay TOm10:

What is work? Work is when you build things —
What is build? — or grow things — What is grow? —
either because people would hit and kill you if you
didnt, or else because they would give you money
if you did (Atwood, 2013, p. 367).

Should I have behaved differently?

You’ll no doubt believe so, but did I have any
other choices? 1'd have such choices now, but now
is not then.

Should I have been able to read Laura'’s mind?
Should I have known what was going on? Should
I have seen what was coming next? Was I my
sister s keeper?

Should is a futile word. It’s about what didnt
happen. It belongs in a parallel universe. It
belongs in another dimension of space (Atwood,
2009, p. 410).

The difference between lie and lay. Lay is
always passive. Even men used to say, 1'd like to
get laid. Though sometimes they said, 1'd like to
lay _her. All this is pure speculation. I don't really
know what men used to say. I had only their words
for it. (Atwood, 1996, p. 43).

Baxxnusotro ocobnusicTio TBOpuocTi M. ETBYRL
€ HaMaraHHsA PO3KPUTH «HENPUEMHUI» CeMaH-
TUYHUH 3MICT OKpeMHX ([i€)ciiB, sKuil Gopmy-
€ThCS K MEHTAJILHUN 00pa3 B MeXkax ii TBOPIB,
JIe liecTIoBa BUCTYIIAlOTh 3aco0aMu ipoHii Ta cap-
Ka3My.

4. Yacre BXHUBaHHI MONAJIBLHUX JI€CIIIB
(ToJIOBHO 5K 3aC001B Cy0’ €KTHBAIIIT):

You should get a dog, he says.

She laughs. A dog? Why?
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Then you'd have an excuse. You could take it for
walks. Me and the dog.

The dog would be jealous of you, she says. And
yvou_d think I liked the dog better.

But you wouldn t like the dog better, he says.
Would you?

She opens her eyes wider. Why wouldn t I?

He says, Dogs can t talk (Atwood, 2009, p. 21).

5. BykuBanHs apxaiuaux (opMm (K 3aco0iB
amo3ii):

Thou shalt not kill (Atwood, 2019, p. 32).

Blessed be the fruit (Atwood, 1996, p. 32).

6.CTBOpEHHS SICKPaBUX aBTOPCHKUX MeTa(op:

The doctor isn't pleased. He's been muttering
about tests and scans, and trips into Toronto where
the specialists lurk, those few who have not fled for
greener pastures (Atwood, 2009, p. 252).

Here comes the twenty first century, sweeping
overhead like a spaceship filled with ruthless liz-
ard-eyed aliens or a metal pterodactyl. Sooner or
later it will sniff us out, it will tear the roofs off our
fimsy little burrows with its iron claws, and then
we will be just as naked and shivering and starv-
ing and diseased and hopeless as the rest (Atwood,
2009, p. 455).

Time rises and rises, and when it reaches
the level of your eyes you drown (Atwood, 2009,
p. 455).

Time folds its wings, at long last. Time folds its
tents and silently steals way. Time folds you in its
folds, as if you were a lamb and the lack of time
a wolf. Time folds you in the blanket of itself, it
folds you tenderly and wraps you round, for where
would you be without it? Time folds you in its arms
and gives you one last kiss, and then it flattens you
out and folds you up and tucks you away until it’s
time for you to become someone else’s past time,
and then time folds again (Atwood, 2007, p. 221).

Age thins your skin; you can see the veins,
the tendons. Also it thickens you. It’s hard to get
back to what you were before, when you were skin-
less (Atwood, 2009, p. 460).

How did the war creep up? How did it gather
itself together? What was it made from? (Atwood,
2009, p. 443).

Hope  throws
2009, p. 443).

The old wish the young well, but they wish them
ill also: they would like to eat them up, and absorb
their vitality, and remain immortal themselves
(Atwood, 2009, p. 401).

a smokescreen (Atwood,
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Left Context

comfort in the thought that this history will soon be

away by the Waterless Flood. For the Waterless Flood has
trees or off the ridgepoles of barns, or nearly being

strong current. There were stories of children who had been
and fast, he said, and without power we'd be

tide's turning. Miss this window and you'll be

| said. "We're so far out. We'll be

close. We almost kicked the bucket. We could have been
in the remnants of Santa Monica. The rising sea had
premises got too waterlogged or when a violent storm had
the real estate. It seems like centuries since the plague
how long they'd sail, before they capsized or were

t right beside the main current, so she wasn't

Hit
swept
swept
swept
swept
swept
swept
swept
swept
swept
swept
swept
swept

swept

Right Context

away by the Waterless Flood. For the Waterless Flood
over us — not as a vast hurricane, not as

out to sea in rip-tides; or, in a

away, down toward the rapids and the locks and

out to sea, or else we'd be drawn

out to sea. Warmest clothes, be on deck in

away.” It was really close. We almost kicked the

out with the tide and ended up in South

away the beaches, and the once-upmarket hotels and
away yet more of the shoreline and the real

through. Though it's less than half a year.

away. Did we think about them as holding people,

away.

Puc. 1. YpuBOK KOHKOp/AHCY Ji€c/I0Ba Sweep Ha OCHOBI Kopmycy TBOpiB

M. ETByn

Cepen metadop nepeBaxae nepconiikariis, ane
TaKOX YTMOMIOHEHHS JIIOAWHU TBAapHHI, MOOyZOBa
SICKpPaBOi KOHIIENTYaIbHOI MeTadopu yacy (BIKY).

Mu crpobyBanu moOynyBatu mpodiib okpe-
MOTO JI€CiioBa Ha TPHUKIAIl JIIECIOBA sweep
y TBOpax aBTOpKH. Bcworo smaiim 92 cioso-
BXKHUBAHHS, 3 SKUX y 18 MOMIu€HO, 1110 TUIIOBUM
Cy0’€KTOM Ji€CIIOBA € HEMOOOPHA MPUPOIHA CUIIA:
flood, tide, rapids, rising sea, plague, Takox future.
Jlo Toro 3K, B TakOMy BXXMBaHHI TEpPEBaXarOTh
MacCUBHI KOHCTPYKIIIT: be swept out to sea, be swept
away, B SIKUX TAIIEHCOM BUCTYIA€E JIOAWHA, IO
BKa3ye Ha 0€3MOpaHICTh JIOAMHU B TAaKUX 00CTa-
BHHaX (1MB. KOHKOpAaHc Ha puc. 1). Lle cyromocue
3 EKOTEMaTHKOI0 TBOpiB M. ETBy/I.

BucHoBKkH i mepcHeKTHBM NOAAJbIIHX
AocJimKeHb. Ji€eciOBO BiJirpae BaKJIIMBY POJIb

y bopmyBaHHI 1HAMBIIyaIbHOTO CTHIIO Mapra-
per EtByn. BusBneHi cTaTUCTHUHI NapamMeTpH
JIIECTIBHOTO BXXMBaHHS (a0COJTIOTHA Ta BiAHOCHA
YaCTOTHOCTI, #fr) CBiA4aTh MpPO BaroMuii (yHkK-
IMHUKA MOTEHIaN IieciiB y i1 TBopyocTi. CTHIIB
M. ETByn Xapakrepu3yeTbcs 0ararcTBOM XyI0XK-
HiX TPHUIOMIB, cepell IKMX BHUKOPUCTAHHS Ii€c-
JiB 3aiiMae ocoOyiMBe MicClle y CTBOPEHHI JWHa-
MIKH Ha HaNpyTH, BilOOpaKEHHI BHYTPIIIHHOTO
CBITy MEPCOHAaXIiB, EKCIPECUBHOCTI Ta 00pa3-
HOCTI, 30KpeMa MeTa(OpUYHOCTI, CTBOPEHHI
atmocdepn.

[TepcriekTBM MaHOyTHIX JOCITIKEHh BOada-
€MO B JICTAJBHINIOMY BHBYEHHI 1HAMBITyaIbHOTO
CTHJIIO aBTOPKH, BCTAaHOBJIEHHIO HOTrO MapKepiB
13 3aCTOCYBaHHSIM METOJIiB MAIIMHHOTO HABYAHHS
3 1X TIOAAJIBIIIO0 IHTEPIIPETAIIIEIO.
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