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CTUJIb MUCJHEHHS MAPTTHAJII3OBAHOTI'O MEPCOHAKA
MNOCTMOJAEPHICTCBKOI'O POMAHY: KOTHITUBHO-CTHJIICTUYHUU BUMIP

Y cmammi 3acmocosano kozrimueno-cmunicmuuHuil niOXio 00 AHANIZY CMUNIO MUCTEHHS MEHMAIbHO 0eBIAHMHUX NePCOHANCIB-MAap-
2IHaNi6, HABKONO AKUX PO32OPMAEMbCSL CIOJCEM NOCHIMOOEPHICICHKO20 eKCHEPUMEHMATLHO20 POMAHY. 3ACMOCO8AHO NOEOHAHHS NIHeBOC-
MUTicMu4Ho20 ananisy i3 meopicio KoHyenmyanvhoi memagopu 0o mexcmy pomanie M. Amica. Ob2pyHmosano sUKOpUCmManHs mepmina
CMUIb MUCTIEHHSL OISl ANEN0GAHHS 00 JIH2GICIUYHUX 8UOOPI8 3a SIKUMU CIMOIMb C8IMO2I50, WO 8I0006pAdNCAE AlbMEPHAMUBHY KOHYENYIio
VABHO20 c8imy nepconagicem. Buacniook sacmocysanns ybo2o nioxooy po3ensHymo npoyec inmepnpemayii Cmuuio MUcienns nepconatca
SK I0I0CUHKPAMUYHO20 AGUWYA, BUOKPEMICHO PO CIMULICMUYHUX NPULOMIG, HAPAMUBHUX MAKMUK MA KOHYEnmYydibHux Mooeiell, wo ¢
KAHOYOBUMU 0I5l OOCSCHEHHS MAKO20 eeKmy.

Kniouogi cnosa: cmuno mucienns, ceimozisaod, KOHYenmyaibha Mema@opa, CMuRiCmuiHa puca, HapamueHa mexHixa.

Oksana Hural,
Doctor of Philosophy, Lviv Ivan Franko National University

MINDSTYLE OF A MARGINAL CHARACTER IN POSTMODERNIST NOVEL:
COGNITIVE STYLISTIC DIMENSION

The paper discusses the phenomenon of a character mindstyle in postmodernist novels by a British writer M. Amis. Although the ap-
plication of cognitive stylistic analysis has been extremely fruitful in recent years, the textual realization of mentally deviant characters in
experimental novels has been given little attention so far. In postmodernist fiction the focus has been shifted to the characters which appear
to be at the margins of social and mental norms, thus offering an alternative perspective onto the events of the fictional world. Such strategy
also serves the purpose of defamilarisation of the subject matter, thus evoking reader’s interest.

The aim of the paper is to analyze the range of linguistic and stylistic means used by the author to achieve the effect of the mindstyle
which implies an unorthodox worldview. This paper also draws on the theory of conceptual metaphor as methodological basis.

Within this research versatile stylistic means of author’s verbal creativity are discussed, narrative tactics and strategies used in the
process of creating the mindstyle of the characters which appear to suffer from amnesia (*‘Other People”), brain damage (*“Yellow Dog”),
dyslexia (“The Information”), phobias (“Dead Babies”) are analyzed.

New important insights in this area of study might be provided by combination of cognitive poetic analysis and quantitative methods of
corpus stylistics.

Key words: mindstyle, worldview, conceptual metaphor, stylistic feature, narrative technique.

Ha cporozHi 3acTocyBaHHsI iHCTPYMEHTAPil0 KOTHITUBHOT JITHIBICTHKH JI0 IIPOLIECY MOJICTIOBAHHS CEMaHTHYHOT'O IIPOCTOPY XY-
JO)KHBOT'O TEKCTY € EBPUCTHYHUM METO/IOM JIOCIII/KEHHSI, 1110 TI0JIsira€ y BUCYHEHHI riloTe3 Ta iX 00IpyHTYBaHHI IIUIIXOM 33aCTOCY-
BaHHI IHCTPYMEHTAPIIO TEOPii CXeM y MOE€AHaHHI 3 Teopieto aTpubywii 3 corianbHoi neuxonorii [k, Kynnenepa, Teopii inrerpauiii-
HHUX Mepex, KoHuentyanbsHoi metadopu E. Cemino, M. dpiman, a Takoxk iHCTpyMeHTapito KorHiTuBHOI rpamatuku JI. Hatren mns
PEKOHCTPYKIT CBiIOMOCTI IIEpCOHaXKA XYHA0KHBOTO TBOPY. Y BITYM3HSHUX JOCIIDKEHHSIX CTAHH CBiZIOMOCTI IIEPCOHAXKA CTaBaIN
npeameTom BuueHHs O.I1. Bopo6iiosoi, JI.®. [Ipucsokuiok, S1.B. buctpoBa y Xy1oxHiX TBOpax pi3HUX JKaHPIB.

AKTYaJIBHICTB IIbOTO JOCIIPKCHHS 3yMOBJICHa 00’ €KTOM aHalidy, a came 300pa)KeHHSM CBiIOMOCTI ICHXIYHO JEBIaHTHOTO
HepCcoHaXKa-MapriHajia y TeKCTax eKCIepUMEHTAIBHUX POMaHiB OpUTaHCHKOTO MMCbMEHHHKA MocTMoiepHicTa M. Awmica. JliHrBoc-
TUJIICTUYHI Ta HAPATUBHI IPUIOMH BTIJICHHSI TAaKOi CBIZIOMOCTI, 1110 BUSIBJISIFOTH HEOPTOJOKCAJIBHUM CTHIIb MUCIICHHSI Ta i71i0CHHKpa-
TUYHY KOHLIETILIO CBITY € NPEIMETOM JiHIBOKOTHITUBHOTO aHaJIi3y y JaHiil CTaTTi.

MarepiajoM 1ociipKeHHs € TeKCTH poMaHiB M. Awmica, e ocobiuBe GaueHHS CBITY HEHTPAILHUM MEPCOHAKEM JICKHUTH B
ocHoBi croxery (“Other People”, “Yellow Dog”) uu cripusie po3BUTKY rosioBHOI croxxetHoi JiHii (“Dead Babies”, “The Information™)

Mera 1€l crarTi — 3’siCyBaTH JiHIBOKOTHITUBHY crelidiky 3aco0iB 00’ €KTHBALIT CBIZIOMOCTI MEHTaJIBHO-/ICBIaHTHOTO MIEPCO-
Haka y pomaHax M. Awmica, nepeqbdadae po3B’si3aHHs TaKuX 3aBaaHb: 1) 3’scyBatu (igocodCchke MATPYHTS BHOOPY MEpCOHAXKA-
MapriHazia siK MmpeaMeTy 300pa)keHHs; 2) OOIPYHTYBAaTH BUKOPHCTaHHS TEPMiHy CTHJIb MHUCJIEHHS; 3) OKPECIUTH iHBEHTAp JIiHT-
BOCTHJIICTUYHHX 3aCO0IB Ta HAPATHUBHHUX TEXHIK OMKCY CTHJIIO MUCICHHS IepcoHaXka; 4) 3alpoIOHyBaTH KOTHITHBHI MO/, 1110
BiZOOpaXKarOTh OKPEMi XapaKTEePHUCTHKU CTHJII0 MHCIICHHS MEpCOHaXka-MapriHajia. ¥ TOCIiKEHHI 3aCTOCOBYEMO METOAUKY KOH-
LIENTYaJIbHOr0 MOJCIIOBAHHS, @ TAKOXK KOHTEKCTYaJIbHO-IHTEPIPETaTUBHOI'O Ta CTHIIICTHYHOTO aHai3y.

VY miropaniicTHYHOMY PU30MHOMY IIOCTMOJIEPHOMY CBITi, SIK 1 y HOro BUragaHOMy aHAJIOTOBI, CBITi TEKCTY, CTUPAIOTHCS MEXi
MapriHaJIbHOTO Ta HOPMAJIBHOT'0, 8 OTKE MapriHanbHe 3MiHIOE CBiif morpannuHui craTyc. Oi10cOPCHKOI0 OCHOBOIO TAKOTO MiAXOLY
€ cTpareris xeleHTpalii 3armouarkoBaHa nocrcrpykrypaiictamu P. baprom, 0. Kpicteoto, XK. [eppunoro, siki ckepyBaiu cBol
3YCHJIJISL HA 3HUILEHHS TOHATTS LEHTPY, 110 € CKYTYSHHSIM Ta CUMBOJIOM Biaau. Biarak, mie3ae i MOHSTTS MaHyr40l JOMiHAHTHOT
KYJBTYPH, [0 TOB’s3aHe 3 ,,[I0J0aHHIM OiHAPHHUX OIMO3HMIIIH SK 3arajJbHOTO COLIOJIOTIYHOrO MOPsAKY (LeHTpy 1 mepudepii y co-
LiaNbHil CTPYKTYPi, OMO3MUILIi YOJIOBIYOr0/’KiHOYOr0 B TeHACPHHUX CTYIisIX, METPOIIOJII] Ta KOJIOHIT B HOCTKOJIOHIaNbHHUX TOCIIIKEH-
HiX)” [2, c. 443].
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BopaHouac aHoOMasbHa TICHXiKa TIEPCOHAXkA, 10 CTPAXKAAE BiJ MM30(ppeHil, aMHe3ii, HACIIKIB TPABMHU MO3KY, TUCIIEKCIiT, pi3HO-
MaHiTHUX (0o6iil € mpuitomoM peainizauii cTparerii nedaminspusarii nificHOCTI, PO SIKy BIEpLIe 3ragyBajy Iie pociiiceki Gpopma-
JIICTH Ha MTOYATKY MOIEPEeTHBOr0 CTONITTS [5]. MeToro 300pakeHHs AIHCHOCT] y TaKHi alnbTepHATHBHHUI CIIOCIO € 3aCTaBUTH YHTaYa
Bi4yTH pedi 0-HOBOMY, 3HaifoMe y He3HAMOMHMIA CroCi0, 110 Mae CIPHUSTH [eaBTOMATH3aIlii YMTAIbKOI pEeLil, 3/IHByBaTH YNTa-
4a, IKOTO HaBPs 4M JIETKO 31uByBaTH Ha Mexi XX—XXI cTomiTs.

BiIKpUTHM 3aJTHIIIAETHCS TTUTAHHS TepMiHa Ha MTO3HAYCHHs 00’ €KTa BUBUCHHS. 3apas3 Mopsi/ i3 HOHATTSAM CBiJOMICTh IIEPCOHAKA
BHUKOPUCTOBYIOTh MOHSATTS ,,3MiHEHI CTaHU CcBioMOCTi” [3], ,,eMOIliiiHi cTaHu CBiTOMOCTi[4]. Y OpUTaHCHKHUX HAYKOBHUX PO3BiAKaX
Ha MO3HAYCHHS CKCTEpiopH3allii MUCICHHEBHUX MPOIIECIB BKUBAIOTh MOHATTS mindstyle (ctiunmbs mucieHns) [8,9]. Bin OyB 3ampo-
moHoBaHuit me y 1977 pori 3axigHum jiHrBictoM P. daysepom: ,,cyMapHO, MOCIIIOBHI CTPYKTYPHI BHOOPH, IO Y3TOIKYIOTHCS Y
YJIeHYBaHHI IPE3EHTOBAHOTO CBITY 3 IIEBHUM IIA0JIOHOM, TOPO/KYIOTh BPaXKEHHSI CBITOTIISY, SIKUiT HA3MBAEMO CTHJIEM MUCIICHHS
[6, c. 76]. Iepi mocmimkenHs nporo Genomeny P. daynepa, /Ix. Jliva Ta M. IllopTta GokycyBanucs Ha BUBUYCHHI JICKCHYHHUX Ta
CHHTAKCHYHHX OCOOIMBOCTEH MOBJICHHS PO3YMOBO BiICTAJIHX MEPCOHAXIB Ta TOMOJIEreTHYHNUX HAPATOPIB IS 3’CYyBaHHS OCO-
OIMBOCTEH CTUIIIB IXHBOTO MUCIICHHS SIK ,,CTIOCO0Y OCSTHEHHS Ta KOHIenTyai3auii yssHoro cBity” [7, ¢. 187]. k. Jliu ta M. llopT
3aPONOHYBAJIH HIKATY Bijl IPUPOAHIX, HEYCKIAAHCHHX CTHJIIB MUCJICHHSI, 10 THX SIKi ,,MICTATh HEOPTOJOKCAIbHY KOHIICIIIIIO ysIB-
Horo cBity” [7, ¢. 189].

BusHaueHHs 1IbOTO TepMiHa HaOyBae HOBOTO 3BYyYaHHS y KOTHITHBHO-IIOCTOIOTIYHOMY MiJXO: ,,CTHIb MUCICHHS CTOCY€EThCS
CIOCOOIB MOBHOTO BiJITBOPEHHST KOHKPETHUX KOHIIENTYaJIbHUX CTPYKTYP Ta KOTHITUBHHX 3BMYOK, IO XapAKTEPU3YIOTh IHIAUBILY-
anpHuiA cBiTorysan” [9, c. 95].

IMocnigoBHui BUOIp CHHTaKCHYHUX CTPYKTYp, MeTa(OpH4Hi BHCIOBICHHS, L0 BXKUBAIOTHCS Y TBOPi, CTBOPIOIOTH CBITOIIIS
TICUXIYHO JIeBIaHTHOI JIFOIVHY, 1IOCHHKPATHYHY MEHTalbHY pelpe3eHTallilo NMeBHUX cuTyarii. Juciaekcis nepconaxa Mapka
(“The Information’), He3AaTHICTh J0 IPOYUTAHHSI CIIiB ECILTIKY€EThCs rpadoHamu: “So they somehow got through good (qood, yood,
goob), and did and again, and the again, and bad (dad, dab, bab), and toiled their way (boy was all right, for some reason) past
went and eventually into, and staggered towards the penultimate the. Marco stared at the the word for perhaps a minute and a half.
At that point Richard got out from underneath him” [12, c¢. 195]. CemanTtuka siekcem got through, toiled their way past, staggered
towards BinoOpaxkae TPYHOII Y IEPEeCYBaHHi, 3yCHUIUIS TIPH MPOKJIAAaHHI NUISAXY 0 MyHKTY MpU3HaueHHsA. MeTtadopuyHa npe3eH-
Talfist mpoOJieMH MPEICTaBICHA KOHIICITYaTbHIUMHU MOJICTISIMU: READING IS A DIFFICULT JOURNEY (“toiled their way past”, “staggered
towards”); READING IS CONQUEST (“They were now staring at the fortress of word number two”) [12, c. 195].

AwmHesis nporaronicta Mepi Jlem 3 pomany “Other People” BunuBaeTbcs y crieludiqHUi CTHIb MUCICHHS, IO BigoOpaxae
oOMexeHe BOJIOAIHHS CyYaCHHMH KOHIICIITAMH, TPOSIBISAETHCA Opak PO3yMiHHS NMPUYMHHO-HACITIAKOBUX 3B’SI3KiB, TEHICHLISA 10
nepcoHidikalii HeKMBUX 00’ €KTIB.

CBiJIOMICTb TIEpCOHAXKA Ha MTOYATKY TBOPY €, 00pa3HO KaXyuH, ,,9UCTUM apKyiieM” (fabula rasa), BCi 00’ €KTH HABKOJIHUIIIHBOTO
CBITY € HOBHM JIOCBifioM it Mepi: “...she looked for clues inside her head. What was in there? Her mind went on for ever but
contained nothing, like a dead sky” [11, c. 14]; “The door was a puzzle she speedily solved” [11, c. 15]; “The streets were full of
display, of symbols whose meaning was coolly denied to her” [11, c. 16].

st crimto MucierHst Mepi Jlem xapakTepHUMH € Taki 03HaKH:

— SIBUIIIC HETIOCTATHROT JISKCHKATi3allii Mae Miciie mpu crpoObi mepcoHaka 3BEpHYTHUCS 10 00’ €KTIB HABKOJIHUIIIHLOTO CBITY. ABTO-
POM BHKOPHCTaHO CTHIIICTHYHHMIT npuiiom — nepudpas. [Ipyu Hapauii Bix TpeThoi ocobu, poxkanizaropom € Mepi Jlem. Bincytnicts
3ac00iB HOMIHAILT Oy IeHHHUX peuell Ta SBHI Y JJEKCUKOHI IIepCcoHaXKa 3yMOBIIIOE IECKPUIITUBHHUI CIIOCIO 3BEpTaHHS JI0 HUX Ta CBil-
YHUTh PO BiIXUJICHHS Bia HOpMU. [0 ipuKiay, B3yTTs — “the devices on her feet” [11, c. 15], pot — “a hole in her head” [11, c. 28],
asmomobini — “the trolleys, numberless and variegated, queueing and charging along the wide central lanes in vaporous, indocile
packs” [11, c. 15], epoza — “the trolleys of the sky warped downwards towards the earth” [11, c. 17], ntaxu — “small but influential
creatures were screaming at her from above” [11, c. 21], piuka — “the turbid tract” [11, c. 32], my3uka — “the wall of sound came
and went at you very cleverly, with deceptively brief intervals, never giving you time to rearrange your thoughts” [11, c. 36], Tene6a-
4yeHHs — “‘a window with everything happening on the other side” [11, c¢. 51]. B makux o3naueHHAX RPOCIIOKOBYEMO KOHYENMY AlbHI
Memaghopu: THE THUNDER IS (THE RUMBLING) OF TROLLEYS OF THE SKY, MUSIC IS THE WALL OF SOUND, TELEVISION IS A WINDOW; yu
aKyenmyayiro KinbKoX HAGadNCIUGIUIUX 3 MOYKU 30PY NEPCOHAICA NEPCOHANCA ampudymis;

— aJIOTiYHICTh BUCHOBKIB, I[IOCMHKpaTH4Ha KaTeropusauis: “There were six kinds of people outside. ... People of the fourth kind
were men who couldn’t get their hair right, some using hardly any at all, others smothering themselves with the stuff, and still others
who actually wore theirs upside down — the matted face climbing towards a great globed chin of naked scalp. They seemed to think
that this was all right” [11, c. 16];

— eKCIUTIIMUTHICTh KOTHITHMBHUX MPOIECiB epcoHaxa: “A man who combined the attributes of being very small and very big
peered out” [11, c. 32]. Ilpuitom mepemniky BUkopucTanuii 1 npodinizauii y ¢parmenti: “So on top of all this and one way or
another, Mary learned a little about glass, desire, voodoo, peace, lotteries, libraries, labyrinths, revenge, fruit, kings, laughter,
despair, drums, difference, castles, change, trials, America, childhood, cement, gas, whales, whirlwinds, rubber, oblivion, uncles,
control, autumn, music, time” [11, c. 57];

— HE3JaTHICTh BCTAHOBIIOBATU MPUYUHHO-HACIIZIKOBI 3B A3KH Mix TomisMu: “Other streets were owned, collectively and with
civic pride, by their buildings, the houses: these were in the interests of quiet, and their air was still” [11, c. 28];

— nepcoHidikaris ICUXiYHUX Ta (i3MYHMX SBUIL, BHACIIIOK BiZICyTHOCTI (peiiMy [1s B3aeMOii 3 HUMH, MOKe OyTH BiJTBOpEeHa
MUIAXOM CITUTBHOT popMyIH “X” IS A LIVE BEING: MEMORY IS A LIVE BEING: “She assumed that that was what memory was doing to her”
[11, c.21]; OVERCOAT IS A LIVE BEING: “(Mary had an overcoat, one of Sharon’s. It had an orange check and was permanently damp.
1t lived in her wardrobe. Mary didn’’t like it, and it didn 't like Mary much either)” [11, ¢.133]; MONEY IS A HUMAN BEING: “Money had
recently done something unforgiveable: no one seemed to be able to forgive money for what it had done” [11, c. 57];

— I1IOCHHKpaTHYHI KOTHITUBHI MeTadopH, CBiqUaTh Npo Te, nepcoHax Mepi Jlem € mBuie 00’ €KTOM BILIMBY 30BHILIHIX CHII, @
He cy0’€KTOM MPUUHATTS PillleHb. LIFE IS SEA: “She thought: [ mustn’t go out too deep in life. I must stay in the shallows. I must keep
to the surface. It’s too easy to go under, and too hard to get up again” [11, c.70]; MEMORY IS A THING (IIpH €KCILTIKaI[il KOHLIETTY-
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anpHOT MeTadopu 3aCTOCOBAHO MpuitoM Aedirypaiizaril, o nepexdadae peanizaiilo IpsIMOro 3HAYSHHsT KOMIIOHEHTIB CIIOBOCIIO-
Ny4deHHs “to lose memory”): “She wondered what happened when you lost it, your memory. Where did it go, and was it lost for good
or were you meant to be able to find it again?” [11, c. 21].

INcuxivHi HACHIIKK TPAaBMH MO3KY, sIKa CIPHYMHSIE 3MiHYy OCOOMCTOCTI Ta CHpHsE yNOAiOHEHHIO IepCcoHaXKa A0 TBapHHH, €
MPEMETOM aHai3y B MPOIECi peKOHCTPYKINT CTHIII0 MUCIeHHS TiepcoHaxa Kcana Meo 3 pomany M. Amica“Yellow Dog”. A MAN
IS AN ANIMAL € KJIFOUOBOIO KOTHITHBHOIO MeTa(oporo, 1110 BU3HAYAE 0COOMCTICHI 3MiHM nepconaka Kcana Meo. Biarak, BUOkpem-
JFOEMO TaKi aTpubyTH Ha MiTBEPUKCHHS IbOTO CYKCHHS:

— JieMapkaitisi BinacHoi teputopii: “Elsewhere he left traces of himself around the house, like messages sent from one animal to
another. A sock, a vest, a pair of underpants, on the stairs, in the sitting-room — but also his wastes, his emanations. ... there were
flannels, scraps of tissue paper, wadded with mucus and earwax, and little middens of nail-clippings, leavings, peelings” [13, c. 92];

— 3BY)KEHHS BiJUyTTiB J0 IMIyJbCiB: “My room, Xan thought... Outside is cold, but my room is warm, but my fridge is cold...”
[13, c. 93]; “He was the slow-eved crocodile who has watched and waited, who has watched and waited long enough” [13, c. 242].

— nocmmpasmamuyHull camupiasuc, Henepebipaugicmes wo0o napmuepis: “Post-Traumatic Satyriasis. It had to do with the
hypothalamus and the release of testosterone. Tilda said there was a drug you could give him (or put in his coffee): cyproterone
acetate. The trademark was Androcur” [13, c. 133];

— TparHeHHs MOMCTH 4Yepe3 CBill Gizuunwuii cran: “But now he was a cripple: a cripple who was spoiling for war” [13, ¢. 97].

— BIUYTTS BPa3MBOCTI, CTPAxX 30BHIMIHLOTO CBITY: “Outside was for healthy people, and he didn’t go there. Even his visits to
the mailbox at the end of the front garden (a distance of fifteen feet) took him to the brink of a chaotic immensity. It made his face
flicker. Outside was the thing which is called world” [13, c. 96];

Arpecis, CXHIbHICTh 10 HACHJIbCTBA, BTUTIOETHCS TOBTOPOM JIeKceMHU ““/urt”’(kBaHTUTaTUBHA Tipodinizaiis): “Whoever hurt me,
he thought (all day long), I will hurt. Hurt more, hurt harder. Whoever hurt me, I will hurt, I will hurt” [13, c. 40]; “He could feel the
violence hormones still squirrelling around in him: voluptuous killers of pain and reality” [13, c. 228].

Biarak, mouineHoro € Moaudikanis KOHIENTYaIbHOT MeTaopH: A MAN IS AN ANIMAL — A MAN IS A WOUNDED ANIMAL.

BHacninok TpaBMH mepcoHax crae conioo0oM i MOXe CTAaHOBUTH 3arpo3y OTOYEHHIO, CBOIM AiTsAM 30Kkpema. [Icuxiyna ma-
TOJIOTIsI TEPCOHAXKa BTUIIOETHCS Y KOTHITUBHUX MeTadopax MURDER IS PROTECTION; RAPE IS PROTECTION: “But it was when he was
alone in the flat at night that he really did his work with the little girls. I can’t protect them. They 're mine, and I can’t protect them.
So why not rend them? Why not rape them? You can live as an animal lives, and he thought, he knew, now, why an animal would eat
its young. To protect them — to put them back inside” [13, c. 216-217].

JlonaTKoBHM 3acO00M BTIJICHHSI CTaHY MEHTAJIbHOI HEaJeKBATHOCTI MEPCOHAXKa € KOHIENTyalbHa MeTadopa A MAN IS A FALTY
MACHINE: “a large vehicle, stationary but locked in a high gear, and the stick would be flailing and juddering in its attempt not to
stall” [13, c. 137].

TakuM 4uHOM, MOCTTpaBMaTHuHKT ctaH Kcana Meo, 300paxkeHnit aBTOPOM IIISIXOM YIO{iGHEHHS! MOBEIiHKH TEPCOHaXa 1H-
CTUHKTaM TBapuHH. KoHIenTyanbHi MeTadopu: A MAN IS A WOUNDED ANIMAL, A MAN IS A FAULTY MACHINE € KJIIOYOBHMH IS
PO3YMIHHS CTUITIO MHUCIICHHS TEPCOHAXKA.

PizHOMmaHiTHI abcypani ¢o6ii € mpuTamMaHHi TOJOBHUM TepcoHaxkaM pomany “Dead Babies” M. Awmica. Jlo npuknany, cTpax
BTpaTUTH 3yOH Bu3Havae moBediHKy nepconaxa JKums Komncrpima. IlosiBi $o6ii nepenye Tparigyauii BUNajgoK B I0HOCTI: CUTBCBKI
xJtomnili BuOuBaroTh JKuiro 3yOu 3a Horo ofHOCTAaTEeBUH 3B)sA30K i3 cuHOM cafiBHuKa [10, ¢. 123]. Brinennsam ¢o6ii XKuns e 3you
Horo Marepi, a TaKo cama MaTip, IO CTPaK/a€e BiJl MaHiaKalbHO-ICPECUBHOTO MICHX03Y. IIpH eKcIutiKaiii CXeMH aBTOPY BIAE€Th-
cs podisTi3yBaTH 110 PUCY 3a JOMOMOTOI0 PETEIBbHOI JAeTami3allii cTany 3y0iB MaTepi, 3 BUKOPUCTAHHAM MEAUIHOT TEPMiHOIOTIT
(“eye-tooth”, “frontals”, “molar”, “incisors”, “E1”, “masticator”), a Takox MeTaQOpPUYHUX MOPiBHAHL: “Gile’s mother’s mouth
comprised, from left to right, a taping upper eve-tooth which eroded a millimeter a year into the black pool of her gum socket, two
long wedge shaped frontals which overlapped like tightly-crossed fingers, a retreating bead of crushed molars, a lower incisors
vellow as sunshine off dusty glass, an E1 that resembled a squat, burntout matchstick, and a lonely lopsided masticator which jutted
out between her lips even when they were closed” [10, c. 121]. Ilpu upoMy Mae Miclie CTUTICTHYHHIA TPUHOM TiepcoHidikartii, 1o
BTIUTIOETBCS Y KOTHITHBHIIT MeTadopi MOTHER’S TEETH ARE LIVE BEINGS: “They came on him interminably, the bits and pieces behind
some recrimination or entreaty or kiss. At night they creaked down the long corridor to his room and ushered through the door as
expectant as saddening dreams” [10, ¢. 121].

[IpoTsrom BcbOro poMaHy MCHXOEMOITiiiHA peaKIlisi MepCOHAXKa Ha CIIOBO “feeth” 3yMOBITIOE PaNTOBUN OOPHB BUCIOBIIOBAHHS,
anocione3uc [10, c. 46, 61, 211]: “The sudden ringing gives me such a fright sometimes. I thought I might fall over one of these days
and knock out ...” [10, c. 46]; “Once again Giles glazed over. “She’s got ... it’s just her...” Giles was going to say “false teeth”. [10,
c. 61]. Ctpax BTpaTuTH 3yOH 3yMOBIIO€E crienubivuny 3BUuKy: “He was off solids at the moment” [10, c. 123], 3anexHnicts — XKub
XapuyeThCs JIMIIe anKkoroiabHuMu Hanosimu [10, c. 18, 63, 135, 162—163]. IIpu HaiiMeHIIOMY HaTSAKy YM MOTPO3i 3aBIATH IIKOAN
3ybam XKunp menpo miaruts [10, c. 41,159], BinkynoByro4nch y Takuii croci6 BiJ HeGe3MeKy BTPAaTUTH CBOi KPUXKi BCTaBHI 3yOu:
“Andy, he said. If you do decide to hit me, don’t hit me in the face, please. All right? Anywhere, but not in the face. I'll pay you not
to...” [10, c. 159]. [lorpo3u BUOUTH 3yOu 3aKiHUYIOTHCS ICHXOCOMAaTHYHOIO PEAKLIEI0, TAHIYHUH CTPaX CyNPOBOIKYETHCS PBOTOIO
[10, c. 113], BTparoto cBinomocrti [10, c. 163—164] i Bpemrri crae npuunHoro camoryocrsa [10, c. 214].

TakiM YMHOM, MOKHA CTBEP/DKYBATH, IIO ISl CTBOPCHHS CTHIIF0 MHCIICHHS MCHXIYHO JI€BIaHTHOIO MEPCOHAXA MOCTMOJEP-
HICTCBKOTO poMaHy M. AMica 3aCTOCOBYEThCSI KOHBEPICHIIis JIIHIBOCTHIICTHYHUX MMPUHOMIB Ta HAPATUBHHUX TaKTHK, SIKi CYKYITHO
CTBOPIOIOTH BPAXKEHHsI 0COOJIMBOTO CBITOIJISAY MPUTAMAHHOTO TIEPCOHAKY-MapriHaiy. 3anpornoHOBaHi KOHIENTyanbHi Metadopu
BTUTIOIOTH OCOOIHBOCTI MEHTAILHHX MPOIECIB TAKUX MEPCOHAXKIB.

IepcrneKTHBOIO MOAANBINOTO AOCTIIMKEHHsI TSKCTOBOI peajtizallii CBiJOMOCTI epCOHaXka € TIOETHAHHS KBATITATHBHOTO aHAi-
3y 3 KBAHTUTATHBHUMH METOANKAMU KOPIYCHOI CTHIIICTUKH A1l BepHdikalii pe3ynbTaTiB JOCIIHKEHHSI.
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