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BBeaeHume. Bonpockl aBTOPCKOro UAMOCTUASA, CPEACTB 1 CNOCO60B MOCTPOEHUA NHANBU-
AyanbHOW aBTOPCKOW XYAOXKEeCTBEHHOW KapTUHbI MUPa BCerga Haxoaunmnce B Gpokyce BHU-
MaHus nccnegoBaTeneil. O6BHEKTOM PacCMOTPEHUs JAaHHOW CTaTbW ABASAIOTCH paccKasbl
I. &. laBkpadTa, OTHOCUMBIE K INTepaType y>KacoB.. [peiMeToM UCCief0BaHNs BbiCTynaeT
MOBTOP, UTPAIOLLNIA B XYAOXKECTBEHHOM TEKCTe 0COBYHO PO/b KaK CPefCTBO XYAOXeCTBeH-
HOW 3KCnpeccun. AKTyanbHOCTb MPOBOANMOro NCCIef0BaHWA CBS3aHa C MHTePeCoM K pac-
CMOTPeHM0 QYHKLMNOHAbHBIX aCrMeKkToB XyAOXeCTBEHHOro TeKCTa B LieJIoM 1 K TBOpYe-
ctBy I. @. JlaBkpadTa B YaCTHOCTU, MOCKO/bKY XaHP NUTepaTypbl Y>KacoB ABAAETCA OAHUM
N3 caMbIX BOCTPe6OBaHHbLIX B COBPeMeHHOM obLuecTBe. Llefb AaHHOro nccnefoBaHus -
BblsiB/IeHMe Hanbosiee NPOAYKTUBHbLIX BUAOB NOBTOPOB M UX MparMaTuyecknx GyHKLUNN B
pacckasax 3Toro aBTopa.

MeTogonorma N NCTOYHUKU. OCHOBHbIM BbICTyNaeT MeTog GyHKLMOHANBHO-CTUANCTU-
YeCcKoro aHann3a NoBTOPOB, AOMOHEHHbIN KBAHTUTATUBHLIM MeTOAOM. MaTepuanom mnc-
clefloBaHNS MOCAYXUAN cneayrolime npomnssedeHnsa Jlaskpadra: «Dagon», «Beyond the
Wall of Sleep», «The Music of Erich Zann», «The Other Gods», «The Hound», «The Rats in
the Walls», «The Call of Cthulhu», «The Descendant», «The Dunwich Horrors.

Pesynbtathl 1 o6cy)xaeHue. [1oBTOp ABASETCH 3HAUYMMbIM 3/IEMEHTOB UAWNOCTUAA
I &. laBkpadTa. B aHanm3smpyembix NpomnsBeseHNax NOBTOPLI NpeacTaBieHbl B pPasiny-
HbIX BapMaHTax: NpocTble AOC/I0BHblE MOBTOPbI (KOHTAaKTHbIE U ANCTAHLVOHHbIE), MOBTO-
Pbl-NOAXBaThl, KOMbLEBble MOBTOPbI, CMHOHUMUYECKNE, CUHTaKCU4Yeckme (1eKCmko-
CUHTaKCNYeCKUI napannennsm). Jlekcnko-ceMaHTUYeCcknii aHanu3 NoBTOPOB NOKa3alsl, YTo
Hambonee 4acTOTHbIMU efnHNLAMN B pacckasax I ®. JlaBkpadTa ABASIOTCA TakmMe nekce-
Mbl, Kak «old» (125), «night» (95), «great» (85), «strange» (62), «gods» (48), «<horror» (48). Vx
MOBTOPSEMOCTb O6YCNOBNEHA XefaHMeM aBTopa C034aTb YYBCTBO «KOCMUYECKOro CTpa-
Xa», BblAeNNTb TeMbl APEBHEr0 U CKPbLITOrO 3/1a C «6OXEeCTBEHHbIMU» cuiamun. OyHKLMO-
HaNbHbIA aHaAM3 MoKasan, YTO 4Yalle BCero MOBTOPbI WCMOAb3YHOTCA AN BblAe/leHNs
Hambonee BaXHbIX 3N1eMeHTOB TeKCTa (Mparmatmnyeckoe $okycnmpoBaHue), nepesadm smo-
LMOHA/IbHBIX COCTOSTHWIA repoeB, CO3aHNSA COOTBETCTBYIOLLEN SMOLMOHaNbHOM aTMocde-
pbl (yXaca, cTpaxa), a Takke pUTMUYECKOn opraHmsanm n CTUANCTUYECKOro NoApaxaHus
PennNrno3HOMy ANCKYPCY.

3aknro4veHune. MNoBTOp Kak cTUANCTMYeckas durypa aBaseTcs BaXHbIM NpMeMoM nparma-
Tnyeckoro ¢GokKycrmpoBaHUSA, 3HAUYUMbIM 3/IeMEHTOM aBTOPCKOro uguoctunsa I. . Jlas-
KpadTa, BbICTYMNAMOLLMM B Pa3/INUYHBLIX CTPYKTYPHbLIX BapraLnsax 1 BbIMOAHAOLWNM MHOXe-
CTBO QYHKLMIA.

KnioueBble C0Ba: 1eKCMYeCKNiA MOBTOP, CEMAHTNYECKNiA MOBTOP, CUHTAKCUUeCKNiA napannenmsm,
CTUANCTUYECKIWI MpUeM, cTuamcTuyeckas dyHkums, I &. NlaBkpadT, nintepaTtypa yxaca.
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Introduction. Issues of the author’s writing style, means and methods of constructing an
individual author’s artistic picture of the world have always been in the focus of attention
of researchers. The object of this paper is H. P. Lovecraft's stories, which are part of horror
literature. The subject of the paper is repetition, which plays a special role in a literary text
as a means of artistic expression. Conducting research is relevant for several reasons, like
interest in the consideration of the functional aspects of the literary text as a whole, or to
H. P. Lovecraft's works in particular, as the horror genre of literature is one of the most
popular in modern society. The purpose of this study is to identify the most productive
types of repetitions and their pragmatic functions in the H. P. Lovecraft’s stories.
Methodology and sources. General methods of this research are functional analysis of
repetitions, supplemented by the quantitative method. Repetitions used in the stories are
separated and analyzed based on their following functions: pragmatic focus, emotivity and
rhythmization. The material of the study was the following works of the author: “Dagon”,
“Beyond the Wall of Sleep™, “The Music of Erich Zann", “The Other Gods", “The Hound",
“The Rats in the Walls”, “The Call of Cthulhu”, “The Descendant”, “The Dunwich Horror”".
Results and discussion. Repetition is a significant element of H.P. Lovecraft's writing style.
In the analyzed works, repetitions are presented in various types: simple verbatim
repetitions (contact and remote), anadiplosis, epanalepsis, synonymous, syntactic (lexical
and syntactic parallelism). Lexico-semantic analysis of repetitions showed that the most
frequent units in H.P. Lovecraft's stories are such lexemes as “old” (125), “night” (95), “great”
(85), “strange” (62), “gods” (48), “horror” (48). Their use can be attributed to the author's
desire to create a sense of "cosmic fear", to highlight the themes of ancient and hidden evil
with “divine” forces. Functional analysis has shown that repetitions are most often used to
highlight the most important elements of the text (pragmatic focus), convey the emotional
states of the characters, create an appropriate emotional atmosphere (horror, fear), as
well as rhythmic organization and stylistic imitation of religious discourse.

Conclusion. Repetition as a stylistic figure is an important technique of pragmatic focusing
and a significant element of the H.P. Lovecraft's writing style, emerging in various structural
variations and performing many functions.

Key words: lexical repetition, semantic repetition, syntactic parallelism, stylistic device, stylistic
function, H. P. Lovecraft, horror fiction.
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BBenenne. Jlekcuueckuii MOBTOP MOHMMAETCS KaK HAMEPEHHOE MOBTOPEHHUE CIIOBA, CIOBO-
COYETaHMs WIN MPEATIOKECHHUS] KaK B COCTaBE OJHOTO BBICKA3bIBAHUS (IIPEATIOKEHHUS, CIIOKHOTO
CHHTAKCHYECKOTO 1eJIoro, ab3ama), Tak U B Ooyiee KPyHHBIX €IMHUIAX KOMMYHUKAIMU. Jlekcu-
YECKHUH MOBTOP UCHOJB3YETCs B KAUE€CTBE IKCIPECCUBHOIO CTUIIMCTUYECKOTO CPENCTBA, IIMPOKO
MPUMEHSAEMOI0 B M033UH, IPaMaTHYECKOM TEKCTE M B pa3roBOpHOM peur. OH IpecTaBisieT Co-
0011 BayKHOE CTPYKTYPHOE U CMBICIIOBOE CPEICTBO, OPTaHU3YIOIIEe XyI0KECTBEHHOE MTPOU3BEIC-
HUE Y TIPUIAIONINE JIGKCHUECKUM €UHUIIaM HOBbIE HHTeprpeTanuu [ 1, 2].

[To W. P. I'anbniepuny, JIEKCHYECKUN MOBTOP KaK CTUJIMCTUYECKUH IMPUEM IPEACTABISAET
co00#1 «TUNU3UPOBaHHOE O0OOIICHHE MMEIOIIErocs B SI3bIKE CPEACTBA BBIPAKEHUS BO30YXK-
JIEHHOTO COCTOSIHUS, KOTOPO€, KaK M3BECTHO, BBIPAXAETCS B PEUM Pa3IU4YHBIMU CPEJICTBAMU,
3aBUCSIIMMHU OT CTENIEHHU W XapakTepa Bo3OyxaeHus» [1, c. 258]. B pasroBopHoii peun cTHIN-
cTUYecKHe (QYHKIIMH MTOBTOPA PACKPHIBAIOTCS Yepe3 B3aUMOCBS3b C KOHTEKCTOM. [T0BTOPHI peruimk
B JIMAJIOTe HEOOXOAMMBI /TS BBIPAXKECHHUS SKCIIPECCUBHO-OKPAIIEHHOW PEaKIIMK TOBOPSIIETO Ha
CKazaHHOE (yOUBJIEHHE, PaJOCTh, YAOBIECTBOPEHHE, Pa3INUYHbIe OTTEHKH OTPULIATEIHLHON peak-
1IUN), a IPU TIOBTOPE €AMHUYHOIO BBICKa3bIBAaHUS — JAJI1 IMOLIMOHAIBHOTO U JIOTHUECKOIO YCHU-
nenus [1, 3].

Kpome skcnipeccuBHOM (yHKIMH, TOBTOP pacCMaTpUBAETCs KaK CIOCOO BhIpaXKEHHs HJEU
MIPOU3BENICHUS WIIM KaK CPEICTBO MparMatudeckoro gokycuposanus. M. B. ApHonba BeaenseT
(GYHKIIMIO IOBTOpA KaK MpreMa, O3BOJISIONIET0 BBIACINUTD [IaBHYIO HICI0 UM TeMY TekcTa. Ye-
penoBaHue CepUil JIGKCHYECKUX MOBTOPOB MOXKET COOTBETCTBOBATH KAKOMY-JTHOO SMOIIMOHAb-
HOMY WJIA CHO’)KETHOMY MOTUBY, BBIIEIISAS OTACIBHO 3HAYMMBIE AJIEMEHTBI U3 TEKCTOBOTO MOJIOTHA
npousBeneHus. [loBTop paccmarpuBaercss HE TOJIBKO Kak (hOpMalbHO-S3bIKOBAsl KaTeropusl Ha
YPOBHE CJIOB, CJIOBOCOYETAHUN M CHHTAKCUYECKHUX KOHCTPYKILMH, HO M KaK COAEpKaTeabHas Ka-
TEropus, Ha YpoBHE (PYHKIIMOHHUPOBAHUS MOBTOPSIOIINXCS B TEKCTE MOTUBOB, 00pa30B U CUMBO-
noB [4, 5].

Cpenu TekcTooOpa3yromux (YHKIUA BBICISIOT €mie P BTOPHYHBIX, HO HE MCHEE BaX-
HBIX. ByKBaJgbHBIN JIEKCUUECKUN MTOBTOP MOXET MPUaBaTh pUTM U TUHAMUKY U3JI0kKeHUS (ady-
JIbI IPOU3BEICHUS [6].

[Mpoussenenus . @. JlaBkpadTa HaKMCaHBI B )KaHPE JTUTEPATyphl yKaca, MHTEHIIUEH aBTOpa
OBUTO MCIOJB30BaHHE BCEX S3BIKOBBIX CPEACTB JJISl CO3/IaHUS MyTAOIIUX XYI0XKECTBEHHBIX 00-
pa3oB. KpUTUKM M 4MTaTeNn OTMEYAJIM €r0 IMPOU3BEIEHUS 3a SKCIIPECCUBHOCTbh U YHUKAJIbHBIC
ACTETUUYECKHUE XapaKTEPUCTUKHU, KOTOPbIE OTJINYaJIA MHUCATENS OT COBPEMEHHUKOB. Ero pacckassl
94aCcTO HAIMOJIHEHBI APPEKTHBIMHA 00pa3aMu IyTaIOMIETo U 0e3pa3IMIHOro KocMoca U ero ooura-
tenei. I. @. JlaBkpadt Bumen Bceenennyro ykacHo#. IMEHHO 3TOT B3IV Ha €€ MPUPOAY OH
MBITAJICS. BBIPA3UTh B CBOMX Ipou3BeneHusX. HeoObsaTHas BceneHHast kak MOJABISIIOIIMM CUM-
BOJI y’Kaca MOJHOCTBIO 3aXBaTHIIa €ro BOOOpakeHHe U cylecTBoBaHME. Hekoe «HeusBecTHOEY,
YTO SIBISIETCS €€ YacThlO, TPAKTYETCs KaK BpakJeOHasi CHila U CONEPKUT Pa3HOOOPA3HBIE YTPO3bI,
KOTOPBIE YEIOBEUECTBO MbITaeTCsl UTHOpUpOBaTh. [. @. JlaBkpadT MCHONB3yeT penuruo3Hbii, co-
IUAJIBHBIA U (PU3MYECKUH YNaJoK KaK CBHIETEIbCTBO TOTO, YTO MUP CTPEMHTCS K HACHIbCTBEH-
HOMY U pa3pylIUTEIbHOMY KOHIYY. CKpBITBIE OpACHBI M KYJBTbI, >KEIAIOIIME BBITYCTUTH 3J10€
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00XKECTBO, SIBJISIFOTCS] YTPO30H, C KOTOPOH MEPCOHAXH €Tr0 MPOU3BEACHUN CTAIKUBAIOTCS MO BOJIE
cayyas [7, 8].

B ero npousBeneHusix HabIOMaeTCs HETIOAAECNbHBIN UHTEPEC K OMPENEICHHOMY PEUrHo3-
HOMY TE€UEHUIO — MUJUIeHHann3My. OJTHAKO MEePCIEKTUBbI YEIOBEUECTBA CUIILHO OTIIMYAIOTCS OT
€ro TPaJAWIMOHHONW TPaKTOBKHU. XynokecTBeHHas nureparypa [. @. JlaBkpadra Takxke Gokycu-
pyeTcss Ha MOpaJbHOM YIaJKe, HO BMECTO HAJEXK/bl Ha CIIACEHUE, €T0 MEPCOHAXKH MPUXOIAT K
HEM30€KHOMY MOHMMAHHIO TOTO, YTO BO3BpAIllEHHE APEBHUX OOTOB MPHUBEIET K Xa0Cy MIIH TOJ-
HOMY paspyueHuto 3emin. CocperoTaunBasch Ha PaCKphITUU ONMCAHHBIX TEM, €T0 TBOPYECTBO
MO’KHO Ha3BaTh YHHUKAJIbHBIM U 32 COBMEILLIEHHUE Pa3IMYHbIX JIUTEPATypHBIX kaHpoB. [Ls mepe-
Jlauu «KOCMUYECKOTO yKaca» OH IOJIb30BAJICS TPaJULIUIMHU KaHPOB yKaca (Xoppopa), MUCTHUKH,
¢boHTE3U M HayuyHON (aHTacTUKH. Takoe cMelIeHHE BbIAEISETCS HEKOTOPHIMH COBPEMEHHBIMU
MCCIIEIOBATEIISIMU B OTJICIBHBIN MOIKAHP — «JIaBKpadTOBCKUE yKack» |8, 9].

MeTo10/10TUsl M HICTOYHUKH. B COBpEeMEHHOM S3BIKO3HAHUH CTHIIMCTUYECKUIN aHATHU3 CBA-
3BIBAIOT C UCCIIEOBAaHUEM MparMatudeckoil ¢pyHkuuu. OH paccMaTpuBaeT KaKIbI OTAEIbHBIN
AJIEMEHT B €r0 CBA3SX U OTHOLIECHHUSAX C APYTUMH DIIEMEHTAaMH, CUCTEMOH S3bIKA U BCEU CTPYKTY-
PO XyZI0’)KECTBEHHOIo TeKCTa. CTHIMCTUYECKUI aHAIM3 TAaKKe JODKEH YUYUTHIBATh CUHTAarMa-
TUYECKUE U TIapaurMaTuiecKue cBsszu [4].

B coBpeMeHHBIX HCClIeI0BaHUSAX B 001aCTU CEMaHTHKHU U MparMaTUKU TEPMUH «IIparMaTH-
yeckoe (OKycupoBaHHME» (TakKe M3BECTEH KaK «BBIIBHKECHHE», «aKTyalu3alus», «poxainsa-
LU ) CBA3aH ¢ MOHATHEM (DOKyca, UM aKIEHTa, IJie HEKUil n300pakaeMblii IpeIMeT CMeIaeTcs
B TEKCTOBOM IPOCTPAHCTBE, JieNas ero 0ojiee 3HAaYUMBIM B TEKCTOBOM cucteme. [Iparmarndeckoe
¢dboKycupoBaHHE ONMUPAETCS Ha BHHUMAaHHME M MHTEPEC YHUTATENs: «00ECIeYyMBaeT ‘“‘OCTaHOBKY
YUTATENs B IPOLECCE BOCIPUATHS TEKCTA Ha OTHOM M3 €r0 YYacTKOB ITyTEM KOHLIEHTPALMU BCEX
KOTHUTHBHBIX YCUJIMH JUIsl €T0 BblAEIEHUS U pacnio3Hanus» [10, c. 198].

TpakTOBKYy 3KCIIPECCHBHOM (3MOTHBHOW) (DyHKIIMH CBS3BIBAIOT C TEperadeil SMOIMOHAIb-
HOTO COCTOSIHUSI TOBOPSIIETO, CO CIIOCOOHOCTBIO BBIPAXaTh CyOBEKTHBHOE OTHOIICHHE K TPE-
MeTaM | sIBJICHUsM [4]. DkcnpeccuBHast (yHKIUS SBISETCS OAHOW M3 OCHOBHBIX B CO3/IaHHUH aT-
Moc(epsl, B HallIEeM CIIy4ae B CO3/IaHUU aTMOC(ephbl «KKOCMUYECKOTO y)Kaca», K KOTOPOW crapa-
cs mpuBectu untarens . @. JlaBkpadr [11].

MHuoroo6pasue MmoBTOPOB MOXKET CIYXKHUTh BaXKHBIM CPEJICTBOM CBS3M BHYTpHU TekcTa. Kak
CPEICTBO PUTMH3AIMU TEKCTa MOBTOPHI MCIIONB3YIOTCS 4Yalle B MO33MHU. PuTMu3aius B mpose
OCHOBaHa Ha MOBTOpEe 00pa30B, TEM M JAPYI'HMX KPYITHBIX 3JIEMEHTOB TEKCTa, HA MapauleIbHBIX
KOHCTPYKIHSIX, YIIOTpeOICHUH NPEATIOKEHUI ¢ OTHOPOAHBIMH WieHaMu. Putm Habmromaercs de-
pE3 paBHOMEPHOE UEpEIOBAaHUE COU3MEPUMBIX AJIEMEHTOB, OH MOXET HE TOJIbKO OTHOCHUTHCS K
AMOIIMOHANIBHOM c(epe, HO MOAUEPKHYTh X0/ MBICIH aBTopa [4].

Pesyabrarbl u odcy:xknenue. B pacckazax I. @. JlaBkpadTa mOBTOPHI SBISIOTCS MPOTYK-
TUBHBIM CTHJIMCTUYECKUM IPUEMOM, BOCCO3JAIOLINM CpelU Mpoyero armocdepy ykaca U cTpa-
xa. Hampumep, uccrnenosatensMu Obliia BBISIBICHA JOCTATOYHO BBICOKAS MOBTOPSIEMOCTH TAKUX
JeKcuueckux enuHwmil, kak «hideous» (260), «namelessy» (157) umu «madness» (115) [12], BbI-
CTYHAIOIIUX CBOETO PoJia KOOpIWHATaMU Xy/l0’KecTBeHHOro Mmupa JlaBkpadra.

[IpoBeneHHbI HAMU KBAaHTUTATUBHBIM aHAIN3 MTOKa3al, YTO Haubojee MOBTOPSIEMBbIMHU B YKa-
3aHHBIX PACCKa3ax CTAJM TaKWe MpuiarareibHble, Kak «old» (125), «greaty (85), «strange» (62),
«hideous» (34), «ancient» (43), «dark» (43); Takme cymiecTBUTENbHBIC, Kak «beyond» (38),
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«unknowny (38), «fear» (33), «gods» (48), «cult» (41), «horror» (48). Biraromapsi ’TUM MOBTO-
paM Ha TIEpBBIi IUIaH BBIABUTACTCS HEAPYKEITOOHast aTMocdepa «kKOCMUYECKOTO cTpaxay. Moxk-
HO OTMETHTh, YTO MMOBTOPEHUE CYIIECTBUTEIBbHOTO «night» (95) moutu B nBa paza mpeBbIMIacT
noBTOP JiekceMbl «day» (56) kak clie/IcTBUE HHTEHIIMY aBTOPa B CO3aHUU MPAYHOU aTMOC(EpHI.

[ToBTOp KaK CTHJIUCTUYECCKUI MPUEM OCYLICCTBISCTCS HA PAa3UYHBIX YPOBHSAX TEKCTA M B
BUJIE PA3IMYHBIX eIUHUI] peud. [IoBTOpBI MOTYT OBITh KIACCU(UIIUPOBAHBI KaK JICKCUYECKHIA,
CUHOHMMHYECKHUH, KOPHEBOH, CUHTaKCHMYECKMM W aApyrue Buisl [1]. B mpoaHanusmpoBaHHBIX
HAMU TEKCTaX OBUIH BBISIBICHBI pa3HOOOpa3HbIC BHUIIBI IOBTOPOB:

— IIPOCTOM KOHTAKTHBIN: «For three days they climbed higher, higher, and higher toward the
roof of the world; then they camped to wait for the clouding of the moon» (The Other Gods,
1921);

— IPOCTON NUCTAHIIMOHHBIN: « Was [ tottering on the brink of cosmic horrors beyond man's
power to bear? If so, they must be horrors of the mind alone...» (The Call of Cthulhu, 1926);

— anaguruiocuc (nonxear): «There in the narrow hall, outside the bolted door with the
covered keyhole, I often heard sounds which filled me with an indefinable dread — the dread of
vague wonder and brooding mystery» (The Music of Erich Zann, 1921);

— xonbleBoi: «He did not employ the music-rack, but offering no choice and playing from
memory, enchanted me for over an hour with strains I had never heard before; strains which
must have been of his own devising» (The Music of Erich Zann, 1921);

— cunoHuMUYeckuii: «And then I thought I heard a shriller, steadier note that was not from

the viol; a calm, deliberate, purposeful, mocking note from far away in the west» (The Music of
Erich Zann, 1921);

— cuHTaKcuueckuil napamienusm: «Chords, vibrations, and harmonic ecstasies echoed
passionately on every hand; while on my ravished sight burst the stupendous spectacle of
ultimate beauty. Walls, columns, and architraves of living fire blazed effulgently around the spot
where I seemed to float in air, extending upward to an infinitely high vaulted dome of
indescribable splendor» (Beyond the Wall of Sleep, 1919).

Takum 00pa3oM, MOYKHO OTMETHTh BapHaIUIO PA3JIMYHBIX BUIOB IOBTOPOB. ABTOp HE Orpa-

HUYMBACTCS JICKCHYCCKHUMHU TIOBTOPAMH, UCIIONIB3YsI B CBOMX paccka3ax Kak CeMaHTHYECKHE, TaK
U CHUHTaKcH4eckue. Takke JEeKCHYSCKUE TIOBTOPHI MPEACTABICHBI B PA3JIMYHBIX KOMITO3UIIHOH-
HBIX (popMax, Cpeid KOTOPBIX MOXKHO BBIJCITUTh aHAJUILIOCUC HITH KOJIBIICBOM ITOBTOP.

ODYHKIMH TTOBTOPOB YaCTO BBHISBISIIOTCS B KOHTEKCTE KOHKPETHOTO BhICKa3biBaHUs [1]. Bei-
JIenuM (PYHKIIUU TOBTOPA, YYACTBYIOIINE B peaM3allii IyBCTBA «KOCMHYECKOTO CTpaxay: IMo-
BTOp KakK CPEICTBO MParMaruveckoro (hOKyCHpOBAHUS, IMOBTOP KaK CPEACTBO CO3IAaHUS aTMO-
chepsl 1 MOBTOP KaK CPEJACTBO PUTMHUYECKOW OpraHu3anui. PaccMOTpuM MpUMEphI HCIIOIb30Ba-
HHE ITOBTOPOB B MEPEUNCIICHHBIX (DYHKITHSIX.

1. IToBTOp KaKk CpencTBO MParMaTudecKoro GOKyCHpPOBAHUS:

«They must know it was the rats; the slithering, scurrying rats whose scampering will never
let me sleep; the daemon rats that race behind the padding in this room and beckon me down to
greater horrors than I have ever known; the rats they can never hear; the rats, the rats in the
walls» (The Rats in the Walls, 1923).

JlanHbIi ipuMep npeacTaBigeT co00il (UHaANIBHBII MOHOJIOT MIEPCOHAXa, B KOTOPOM MOBTOP
(the rats) BbICTymaeT Kak Coco0 aKIEHTUPOBAHUS OJHOTO M3 OCHOBHBIX AJIEMEHTOB pacckasza —
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BUJICHHS ¥ TAJUTIOIMHAIIMY TTOJTYHUII KPbIC, OCTAIONIMX B MPOCTPAHCTBAX MEkay cTeHamu. CaMo
CJIOBO IPUCYTCTBYET B pacckase 30 pas.

«The way was rocky, and made perilous by chasms, cliffs, and falling stones. Later it grew
cold and snowy, and Barzai and Atal often slipped and fell as they hewed and plodded upward
with staves and axes» (The Other Gods, 1921).

[ToBTOp (hoKyCcHpYEeT BHUMaHHE YATATEIIsI HA TEMAaTHYECKUX M ICTETHYECKHX dIeMeHTax. Ha

MIEPBBIN TUTAH BBIABUTAIOTCS dIeMEHTHI Mupa (chasms, cliffs, and falling stones), pucyromue Kap-
TUHY O€3KU3HEHHOTO W HEMPOXOAMMOTO OKpY>KeHHUs. B camMoM pacckaze BOCXOXKIEHUE HA TOpy
Xarer-Kia npeacraBisieTcss OCHOBHBIM HCTIBITAHUEM W IIEHTPAIBHBIM MECTOM HCTOPHUHU.

«A cold shudder ran through natives and visitors alike, and every ear seemed strained in a
kind of instinctive, unconscious listening» (The Dunwich Horror, 1928).

[Iparmaruyueckass (OKyCHpOBKa B JAaHHOM IPHMEPE COCPENOTAYMBACTCS Ha ayJaHaIbHOM

BocnpusTuu (instinctive, unconscious) MepCOHaKEH, BOCHPUHUMAIONINX DPa3laloIInuecs 3ByKd
Kak Mpe3HaMeHOBaHUE OeIbl.

«The old man would not live up to his aspect and manner, but would feign a smile and a
light tone and prattle feverishly and frantically of cheerful trifles, his voice every moment rising
and thickening till at last it would split in a piping and incoherent falsetto» (The Descendant,
1926).

[ToBTOp BHIZIETSIET OCOOCHHOCTH MOBEACHUS TepcoHaxe (feverishly and frantically), o6pa3
MePCOHaXa CTPOUTCS HA KOHTPACTE MEXKJIY €r0o BBICOKUM IPOUCXOXKIECHHEM, MaHEpPOU pedH U
PE3KOi CMEHOW MHTOHAIIMI B Pa3roBOpe, B COBOKYMHOCTHU MPEACTABISS HETIOCTOSHHOTO M HEPB-

HOT'O IEpCOHAXKaA.

«I remarked, as I say, their grotesqueness and strange size» (Dagon, 1917). / «Around that
unforgettable rodent army a whole separate cycle of myths revolves, for it scattered among the
village homes and brought curses and horrors in its trainy (The Rats in the Walls, 1923).

JlaHHBIE TIPUMEPHI JIEMOHCTPHUPYIOT MPOPAOOTKY XyHIOKECTBEHHBIX 00pa3oB MPOIILIOTO CO
CJIOB TIEpPCOHAXKEH Mpom3BeneHuid. ONMUCcCaHus TONIYYaloT CIeTKa THIepOoTM3uPOBAaHHbIC JIETaNH,
a TIOBTOP CIIYKHT JJIsl yCUJICHUSI YyBCTBA HETIPHUATHUS TIepe/l TakuMu oOpa3amu. Hamprumep, kak B
BUJE 00pasa npeBHero apredakra — ctaryu ¢ Oapenbedom (grotesqueness and strange), Tak U B
BUJIC MECTHBIX JIETEH] U TIpeianuii (curses and horrors).

«He did not employ the music-rack, but offering no choice and playing from memory,
enchanted me for over an hour with strains I had never heard before, strains which must have
been of his own devising» (The Music of Erich Zann, 1921).

B naHHOM mpuMepe BHHUMaHHME YUTATENs 3aJIep)KUBACTCS HAa HEOOBIUAHOW My3bIke DpHxa
Lanna (strains I had never heard before), ciocoOHOMN BIUATH Ha OKPY>KAIOIIYIO PEATbHOCTD, YTO
SIBJISICTCS OJTHOM M3 IIaBHBIX TEM paccKasa.

«Gabinius had, the rumour ran, come upon a cliffside cavern where strange folk met
together and made the Elder Sign in the dark; strange folk whom the Britons knew not save in
fear, and who were the last to survive from a great land in the west that had sunk, leaving only
the islands with the raths and circles and shrines of which Stonehenge was the greatest»
(The Dunwich Horror, 1928).

Kaxk u B mpeapitymieM nmpumepe, Takiue MOBTOPEHUS (strains, strange) TOSBISIFOTCS B KAY€CTBE
Pa3BEPHYTOM aBTOPCKOM peMapKH, BHIIEINSS B JAHHOM cliydae (ONBKIOPHBIC TPAJAUINH KATEICH
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HebobIIoro Topona (strange folk met together and made the Elder Sign), 9bu ipeKu BCTyNAIN B
KOHTAKT C HeKMMH «/IpeBHUMI» — TANHCTBEHHBIMH TIOJTyO0’KECTBEHHBIMH CYIIIECTBAMH.
«Of such great powers or beings there may be conceivably a survival ... a survival of a

hugely remote period when ... consciousness was manifested, perhaps, in shapes and forms long
since withdrawn before the tide of advancing humanity...» (The Call of Cthulhu, 1926).

bnaromaps anagumiocucy (a survival) B uuTare, OTKpbIBaIOIIEH POU3BEICHNE, BHIICIACTCS
MOTHUB «BbDKUBaHHs». [laeTcs Oonee moapoOHbIii KOMMEHTAPHA, paCKPBIBAIOIINN OIHY U3 BaXK-
HBIX TEM JAHHOTO PacCKasa — rocroJCTBO MU(PHUECKUX CO31aHuil Ha 3emIie, MPUCYTCTBOBABILIUX
3aJI0JITO 10 YEJIOBEYECKON IMBHIIN3ALUH.

«...for instead of describing any definite structure or building, he dwells only on broad
impressions of vast angles and stone surfaces — surfaces too great to belong to any thing right or
proper for this earth, and impious with horrible images and hieroglyphs» (The Call of Cthulhu,
1926).

JlaHHBII TIpUMeEp 3a7ep)KUBAaCT BHUMAHHE YHUTATEIS HA XapaKTEPUCTHKAX OOHAPYKEHHBIX

KOHCTPYKIMH (stone surfaces). ICKpuBJIeHHast TeOMETPHS U MAaCCUBHOCTh JAHHBIX KOHCTPYKIIMHA
ynono6misietr ux ropoay. VX BUI NMPOM3BOAUT HEM3IIIAAMMOE BIICUATICHNUE HA KallUTaHa KOpaoJIs.
B 3anucsx kanutaHa mpuaaeTcs ocodoe 3HaYeHnEe MacTabaM M HeeCTECTBEHHOCTH OKPYKEHHS,
YTO OTMEYAET M MPOTArOHUCT paccKasa, YUTAIOUIHNA €To KypHAJ.

2. TToBTOp Kak CpencTBO CO3MaHUsI aTMOC(HEPHI:

«For three days they climbed higher, higher, and higher toward the roof of the world; then
they camped to wait for the clouding of the moony (The Other Gods, 1921).

brnaronmaps mocienoBarensHBIM TOBTOpaM (Aigher) olrylieHUe MOBECTBOBAHMS PacTATHBA-

€TCsl, BBICTyIas TAaK)Ke KaK MPHEeM HapacTaHWs, yBEIWYMBACT CHIIy BBICKA3bIBAHUS W IepenaeT
TICUXOJIOTUYECKOE HAMPSHKEHUE MPOTAaroHMCTa pacckasa. B maHHOM mpuMepe OH MOMOTaeT OIH-
CaTh ropy, BOCX0KJACHUE M0 KOTOPOIl KaKETCsI BEPHOM CMEPTHIO.

«His room is filled with books of the tamest and most puerile kind, and hour after hour he
tries to lose himself in their feeble pages» (The Descendant, 1926).

[ToBTOpeHue omHuX W Tex ke enuHull (hour after hour) SBISAETCS CPEACTBOM CO3IAHHS
MOpPTpETa MEePCOHaXKa, OTMEYAET U30JIMPOBAHHOCTh €r0 CYyIIEeCTBOBaHMs. Pacckas, IEHTpOM Ko-
TOPOTO SIBJSIETCSI OKKYJIBTHBIM MaHYCKPUIIT, MPEICTaBIsET OJHOTO U3 MEPCOHAXe — OBIBIIETO
Y4EHOT0, MOTOMKA APEBHETO POJia, a HbIHE «0e3BpeIHOr0 0e3yMIla», OTATOIIEHHOTO 3apeTHBIMU

3HAHUSMHU.

«Louder and louder, wilder and wilder, mounted the shrieking and whining of that desperate
viol» (The Music of Erich Zann, 1921). / «Now, as the baying of that dead, fleshless monstrosity
grows louder and louder, and the stealthy whirring and flapping of those accursed web-wings

circles closer and closer, I shall seek with my revolver the oblivion which is my only refuge from
the unnamed and unnamable» (The Hound, 1922).

[ToBTopenue nap (louder and louder vnm wilder and wilder) BbinensieT HaIPsYKEHHOCTh CH-
Tyallud, OTpa’kaeT CMEHY AMHAMHKHM B armocdepe mpousBeneHuid. [IpuOmmkas yuratens K

KyJIbMHHAITMOHHON TOYKE, TIOBTOP (POKYCHPYETCsl Ha HIMOIMOHAIBHOM 3CKaJallMy U MTAHUYECKOM

addexre.

«l have said that the unbroken monotony of the rolling plain was a source of vague horror
to me; but I think my horror was greater when I gained the summit of the mound and looked
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down the other side into an immeasurable pit or canyon, whose black recesses the moon had not
yet soared high enough to illuminey (Dagon, 1917).

B nmanHoM mpumepe moBTop (horror) mepenaeT ONIIyUIEHUS MMEPCOHaXKa, KOTOPBIM MepecKa-
3bIBAET COOBITHSI MPOIILIOTO U MBITAETCS CONMOCTABUTH CBOM BOCIIOMUHAHHS O CTPAHHOM OCTPOBE,
MoHSBIIEMCS U3 TTyOuH. HecMoTpst Ha TO, 9TO JI0 ATOTO MPOTArOHUCT MPOBET B MOPE HECKOJIb-
KO JTHEH, apeidys Ha NUTIONKE, HEM3BECTHBIM OCTPOB MPOU3BOAUT HA HETO HEMPHUSTHOE BIIEYAT-
JICHHE.

«Was I tottering on the brink of cosmic horrors beyond man's power to bear? If so, they
must be horrors of the mind alone...» (The Call of Cthulhu, 1926).

[ToBropom (horror, horrors) BBIACHSIOTCS OIIYIIECHHUS TMEPCOHAXKEH, PAcCKa3bIBAOIIUX O
npousomenmux coobITusX. OH MOMoOraeT BEPHO MepeaTh BIEUATICHUS U HEYCTOMYHMBOE IMO-
[IMOHAIBHOE COCTOSTHHE MEPCOHAXKEH: OHM HEe MOTYT TOYHO OMKMCATh MCTOYHHK 3TOTO «Y)Kacay,
HO JIa)Ke KPaTKOBPEMEHHOE 3HAKOMCTBO C JAPEBHUMH OOTaMHU, MECTaMH MJIM 3HAHUSIMH OCTaBJISI-
10T Mpa4YHOE BIIUATIICHUE.

«There in the narrow hall, outside the bolted door with the covered keyhole, I often heard
sounds which filled me with an indefinable dread — the dread of vague wonder and brooding
mysteryy (The Music of Erich Zann, 1921).

[ToBTOp (dread) momoraer co3marh HY)KHOE HACTpOCHHE, Tepenarb arMochepy M ommcarb

ayJMajbHBIC BIICYATICHHUE TPOTArOHHUCTA. 3BYK, KOTOPBIA YCIBIIIAT Tepol pacckasa, BIIOCIIEH-
CTBHH CTaHET Il Hero MpeaMETOM OAECP)KUMOCTH. MHOTHE 3JI€MEHTHI XyJI0KECTBEHHOTO MHUPA
I. ®@. JlaBkpadra mpou3BOAAT HEU3ITIAIUMOE BIIEYATIIEHHE HAa TIepCOHaxel pacckaza. OObekTaMm
U SIBIICHUSIM TIPUIASTCS IOYTH WHOIIAHETHOE 3HaYeHUE. DTUM 3BYKaM, BEIllaM, MMOCTPONKAM WITH
CylLIecTBaM HET aHaJIOTOB Ha 3emIie.

«And then I thought I heard a shriller, steadier note that was not from the viol;, a calm,

deliberate, purposeful, mocking note from far away in the westy (The Music of Erich Zann,
1921).
B aTOM miprMepe MOBTOp MOAYEPKUBACT IMOIMOHAIBHYIO HANPSDKEHHOCTHh CUTyauu (calm,

deliberate, purposeful), co3maercs omIylieHUss OSCIOKOWCTBA U HEOMPEIEIECHHOCTH Ojaromaps
AKI[CHTUPOBAHHMIO HA HE3HAKOMBIX aylHaJbHBIX 00pa3ax, O MPOUCXOKICHUU KOTOPBIX Pa3IyMbi-
BacT MEpPCOHaX. AyauajibHble 00pa3bl B JaHHOM pacckase SIBJSIOTCS HauOoJee 3KCIPECCHB-
HBIMH.

«Dazed and frightened, yet not without a certain thrill of the scientist’s or archaeologist’s

delight, I examined my surroundings more closely» (Dagon, 1917).

[Tapusbiii cunonum (dazed and frightened) ucnonb3yeTcst 1 CO3MaHMS KOHTPACcTa B OIIIY-
HICHUSAX TepcoHaxka. [IpoTaroHMcTa OXBaThIBACT OIIYIIEHUE CTpaxa Mepej He3HAKOMBIMH KOH-
CTPYKLHUSIMH, KOTOPBIC KaXXyTCs €My HE COBCEM PYKOTBOPHBIMH. HO mpu 3TOM ero ojoieBaeT
T000TIBITCTBO (Vet not without a certain thrill) nepen CTONb 9y KUM OKPYKCHHEM.

«Chords, vibrations, and harmonic ecstasies echoed passionately on every hand; while on

my ravished sight burst the stupendous spectacle of ultimate beauty. Walls, columns, and

architraves of living fire blazed effulgently around the spot where I seemed to float in air,
extending upward to an infinitely high vaulted dome of indescribable splendoury (Beyond the
Wall of Sleep, 1919).
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[IporaroHucT pacckasa, morpy3uB ce0si B COCTOSHUE CHA TIPH ITOMOIIYU CIESIIHAIIEHOTO arla-
para, miepesaeT CBOM oulymieHus. [Ipu 3TOM MOBTOp MEHSET NMPUBBIYHBIA XOJl MTOBECTBOBAHMS,
OT/AENSST JaHHBIA ONBIT OCO3HAHHOTO CHOBUICHHUS OT OoJiee TPAJAMIIMOHHOTO ITOBECTBOBAHHMS.
Cwmenstromuecs o6passl (Walls, columns, and architraves), TOTHOCTBIO MEHSIOIIEECS CEHCOPHOE
Bocnpusitue nporaronucta (Chords, vibrations, and harmonic) MeHseT BC€ TEKCTOBOE TMOJOTHO.
Bunenus pasnensrorcs Ha HeOOJbIKE (BParMEeHThI, KOTOPbIC TOTOIHSIIOTCS BCTaBKaMu (while on
my ravished sight, extending upward to an infinitely), 6onee neTaNbHO OMUCHIBAIOIIUMHU €TO CO-
CTOSTHUE.

3. IToBTOp KaKk CpeACTBO PUTMHUYECKOW OpPraHU3aIliH, KaK MPUEM CTHJIM3AIMU IO MPOIIOo-
Be/Ib:

«The other gods! The other gods! The gods of the outer hells that guard the feeble gods of
earth! ... Look away! ... Go back! ... Do not see! ... Do not see! ... The vengeance of the infinite
abysses ... That cursed, that damnable pit ... Merciful gods of earth, I am falling into the sky!»
(The Other Gods, 1921).

[oBtop (The other gods; Do not see!; gods of earth) pa3naenser TEKCTOBOE MOJIOTHO, BhIJIE-

75151 pparMeHThl MpSIMOI peur, 3a7aBas ONpeaesICHHBI PUTM MOHOJIOTa MEPCOHaXa, TpaHCchop-
MUPYS TEKCT B TIPOTIOBE/Ib.

«l_have heard the gods! I have heard earth’s gods singing in revelry on Hatheg-Kla!
The voices of earth’s gods are known to Barzai the Prophet! The mists are thin and the moon is

bright, and I shall see the gods dancing wildly on Hatheg-Kla that they loved in youth!
The wisdom of Barzai hath made him greater than earths gods, and against his will their spells
and barriers are as naught; Barzai will behold the gods, the proud gods, the secret gods, the
gods of earth who spurn the sight of men!» (The Other Gods, 1921).

Kak B mpeapiiyiieM, Tak 1 B 3TOM MPUMEPE MOBTOP MOMOTAaeT BhIPA3UTh OMPEACICHHOEC
MICUXHYECKOE COCTOSTHHE TOBOPSIIIETo, ogo0Hoe 3kctasy (I have heard the gods!; the gods), uato
OTpaKaeTCsl SIPKOM 3MOIMOHAIBHOW 3KCIIPECCUBHOCTHIO, TAK)KE BBIPAKCHHOW 3HAKAMH TPEITH-
HaHUs. YacTOTHOCTh yHOTpeOIeHU Takou JeKkceMbl, kKak «god» (18) u ee mpousBomHON «godsy»
(48), CITy>XUT I OpTraHU3alUU BCEX OTAEIBHBIX a03alleB B IIEJI0€, a TAKIKE YCHUIMBAET AMOIHO-
HAJIBHYIO M CMBICJIOBYIO CBSI3b MEKIY TPEITIOKCHUSIMH.

«...The Old Ones were, the Old Ones are, and the Old Ones shall be. Not in the spaces we
know, but between them, They walk serene and primal, undimensioned and to us unseeny
(The Dunwich Horror, 1928).

[ToBTOp (the Old Ones) momoraet 3a1aTh PUTM BHICKA3bIBAHHIO U CTHJIN30BaTh HAWJCHHBIC
NPOTArOHUCTAMHU JPCBHHE 3aITUCH IMOJ] PEIMTHO3HBIC TEKCThI. YIOMHHaeMbIe «JIpeBHUE» mpe-
CTaBIIAIOT MHOTOOOpa3ue Pa3InYHBIX MOTYIIECTBEHHBIX MU(OIOrHUecKuX cymiectB. Camo cio-
Bocouetanne Old Ones ynmoMuHaeTcs B UCCIENYEMBIX pacckazax 15 pas, Omaromaps demy OT-
nenpHbIe pacckasbl [. @. JlaBkpadTa mepecekaroTcsi B OJHOM MOTHBE — CKPBITOE NPHCYTCTBHE
«/IpeBHUX» Ha 3emie.

«He talked of his dreams in a strangely poetic fashion; making me see with terrible vividness
the damp Cyclopean city of slimy green stone whose geometry, he oddly said, was all wrong and
hear with frightened expectancy the ceaseless, half mental calling from underground: *“Cthulhu
fhtagn”, “Cthulhu fhtagn”» (The Call of Cthulhu, 1926). / «Magna Mater! Magna Mater! ...

Atys ... Dia ad aghaidh'’s ad aodann ... agus bas dunach ort!» (The Rats in the Walls, 1923).
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CrnoBocoueranue «Cthulhu fhtagn» wim «Magna Matery, TOBTOpSIOIIEECS HECKOJIBKO pas,
NpPEICTABISIET COOO0M YTO-TO MOAO0OHOE MecHONeHH0. [T0BTOPHI B JaHHOM Cllydae HE UCIOJb3Y-
I0TCS JI1 KOHKPETHOTO BBIPAXKCHUSI OIIYIICHUS CTpaxa, a BBIICISIOT OTACIbHBIC CJIOBOCOYCTA-
HUSI B SIUHBIA PUTM, YIIOAOOJISIS peyub MPOMOBEISAM HIIH MIECHOTICHUSIM.

«Yog-Sothoth knows the gate. Yog-Sothoth is the gate. Yog-Sothoth is the key and guardian
of the gate. Past, present, future, all are one in Yog-Sothoth» (The Dunwich Horror, 1928).

Amnadopa ucrnonb3yercs B CBA3yroliel GyHKIMU, U TIPU IIOMOIIY MOBTOPA UMEH COOCTBEHHBIX

(Yog-Sothoth) Texct mpuobOpeTaeT CTPYyKTypy, CXOKYIO C MPOIOBEAbI0. TPYIHONPOU3HOCUMBIE U
JIMIICHHBIE KOHKpEeTHOW ceMaHTWKU uMeHa (Cthulhu, Yog-Sothoth) m Ha3BaHUS pa3HOOOPA3HBIX
TIEPCOHAXKEH SBIISFOTCS YaCThIO0 WHAWBHYaTHbHONH PEUCBON KaApTHHBI MUPA aBTOPa M HEOOXOIUMBI
JUTSL CO3/IaHMSI OLITYIIICHUSI HEM3BECTHOCTH Y YMTATENSI M BCEOOBEMITIONICH YTIPO3bI «H3BHEY.

B npuBeseHHBIX MpUMeEpax MOBTOP MPUMEHSETCS TSl BRIPAKEHUSI PUTMUYECKOH (DYHKIINH,
YTO XapaKTEPHO I PEIIMTHO3HOTO JUCKypca. B dacTHOCTH, OMONECKHe TEKCThI HIMPOKO HC-
MOJIB3YIOT CICAYIONIUE CTHIMCTUYCCKUE TPUEMBI: MMapauiein3M, MOBTOPEHUE, aJUTUTEPALIUI0 U
cpaBHeHHE. B OMONEMCKUX TEKCTaX IMOBTOP CIYXKHUT JUIsl YCWICHHS €AMHCTBA B OCBEIICHUU
OTIpeieIEHHBIX MOMEHTOB PEIMTHO3HOTO AUCKypca B peun ['ocmona k ero mpopokam. OObSICHUTH
NOAO0OHbIE CTHIIMCTHYECKUE MTPUEMBI U aJUTIO3MH Ha OMOJICHCKUE MUCAaHHU MOKHO BIIMSTHUEM Ha
I. ®@. JlaBkpadTa B paHHEM BO3pacTe nporectanTusma [8, 13].

3akioueHue. Takum 00pa3om, MOBTOP — 3TO 3HAYMMBIH 37eMeHT uauoctuis [. d. Jla-
kpadra. Hanbomnee 4acTOTHBIMY €IMHUIIAMHU SIBJISIFOTCST TaKUE JIeKCeMBI, Kak «old» (125), «night»
(95), «greaty» (85), «strange» (62), «gods» (48), «horror» (48). IX 4aCTOTHOCTb HCIIONB3YyETCS AJIS
PACKpPBITHS TEM JPEBHETO U CKPBITOTO 3J1a ¢ «00KECTBCHHBIMIY CUJIAMH, TEM CaMbIM MPUOITHKAS
YHUTaTENsl K YyBCTBY «KOCMHUYECKOTO CTpaxa». Cpeau pa3udHbIX BUOB IIOBTOPOB, BHISBJICHHBIX B
Marepuasnax, KOHTAKTHBIC U TUCTAHIIMOHHBIEC TTIOBTOPBI BUASTCS HAHOOJee POy KTHBHBIMHU.

BeimonHss QyHKIHMIO MparMaTHdeckoro (OKYyCHpPOBAHHS, IOBTOP TIOMOTAET BBIICIIUTH
HamOoJIee 3HAYMMBIC 3JICMEHTHI SI3bIKOBOM KapTUHBI MUpPA. TeMBl B MOTHBBI, TIOBTOPSIOIIUECS B
paMKax «cTpaHHbIX ucTopui» [. ®@. JlaBkpadTa, MOTYT BBIIEHATHCS TOBTOPAMHU.

[ToBTOpHI TaKkke BHIONHAIOT QPYHKIHMIO co3maHus arMocgepbl. OKpyKeHHE TPOTarOHHCTOB
MOXET UMETh CeNU(UICCKIE ICTaIN, TOAUYECPKUBAIOIINE MPAUHYIO KapTHHY MUpa, n300pakac-
MYIO0 aBTOPOM. DTO B CBOIO OU€pe[lb HAXOIUT OTPAKEHHUE U B DKCIPECCUBHOCTU — BBIPAKCHUU
UPPAIMOHAIILHOTO CTpaxa MEPCOHAXKEH OT yrpo3bl «U3BHE». BrieuarmieHus mepcoHakei, cTaB-
[INX CBUACTEISIMU CBEPXBECTECTBEHHBIX SIBICHHI, 4acTO O0JANAI0T SPKOH M SMOIMOHATHHON
OKPACKOM.

Ha ocHOoBaHMHM mcciieayeMoro Marepraia MOKHO CIIENaTh BBIBOJ, YTO IMIOBTOP KaK CPEICTBO
PUTMUYECKON OpraHHW3allu, UCIIOIB3YETCs ISl CO3/aHUs Yy YHTATENsl acCCOIMALU C PeTUTHO3-
HbIMU TekcTamu. Jlekcema «god(s)» moBTopsieTcst B mpom3BeaeHusx 66 pas. Takum obpazom, ¢
MIOMOIIBIO TTIOBTOPOB 33/Ial0TCSI OTIPEICIICHHBIE CMBICIIOBBIC aKIIEHTHI U CO3/IaeTCsl 0c00ast aBTop-
CKasi BBIPA3UTEIBHOCTh. TakKe MOXKHO 3aKIIFOYUTh, YTO MOBTOP SIBJISETCS XapaKTEPHOM uepToin
TBOpuecTBa JlaBkpadra.
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