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«HEBM3HAYEHICTDb» AK EIEMEHT IKOHIYHOCTI
B TEKCTAX JKAXIB: IOCTAHOBKA ITPOBJIEMU

Y cmammi posenanymo ninesicmuvure sUpaxiceHHs NOHAMMSI HeBUSHAUEHOC-
Mi AIK efleMeHIN iIKOHIMHOCI 8 MeKCmax i axie. JJocnioxeHHs NPUNycKae, uyo MosHi
Mapkepu HesU3HAUEHOCHI, 30Kpema 3aiimeHHUK something, cy2yromy ncuxonoziv-
HUMU A OHMONIOZIMHUMU IHCIPYMEHMAMU Y CIMBOPeHH] 6U2A0AHUX CBiNi6 HAaXi6.
Cmamms makxox mopKaemvcs WUPWUX IMAAIKAYIT IKOHIYHOCMI 6 MOBI: MOBHA
HeBU3HAUEHICMb, NO6 SI3AHA 3 KOZHIMUBHUMU WA eMOUITIHUMU PeaKuisimu, 0eMOH-
CMpYE, AK NPOCMi 2PAMAMUUHI CIMPYKINYPU MONCYMb BUKAUKANU 0UIKYB8AHT eMO-
Ui, HANPUKAAO, KOMU 8 MeKCMAX Haxie «something» acouitoemocs 3 HezamMusHUMU
a60 3a2po3NUBUMU KOHOMAUISIMU, HA BIOMIHY 810 CIAHOAPMHUX MeEKCMie aHemili-
CbKO10 MOBO10, O 60HO 3ANUUAEMbCS HELMPATLHUM A00 NOZUMUBHUM.

Kntouoei cnosa: npazmamuxa ouckypcy, MoOanvHicmp mekcmy, 3Hax, iKoHiu-
Hicmb, He6U3HAYeHICMb, something.

Sazonova Ya. “Indefiniteness” as an Element of Iconicity in Horror Texts:
a Problematic Issue. The article explores the concept of “indefiniteness” as an ele-
ment of iconicity in horror texts, challenging the structuralist approach that empha-
sises the arbitrary nature of linguistic signs. The study hypothesises that linguistic
markers of indefiniteness, particularly the pronoun “something”, serve as psychologi-
cal and ontological tools in constructing fictional horror worlds. Through a compara-
tive analysis of Stephen King’s “Dreamcatcher” and Iris Murdoch’s “The Sacred and
Profane Love Machine”, the research demonstrates how the frequent use of “some-
thing” in horror discourse evokes a sense of the unfamiliar and unidentifiable, con-
tributing to the tension and fear experienced by readers.

Furthermore, the article touches on the broader implications of iconicity in lan-
guage. By linking linguistic indefiniteness with cognitive and emotional responses, the
study highlights how language can evoke expected reactions through relatively simple
grammatical structures. The use of “something” in horror texts is not just a matter
of stylistic choice but is integral to the thematic and emotional impact of the nar-
rative. This insight contributes to a growing body of research on the relationship be-
tween language, cognition, and emotional experience in literature.

The analysis reveals that, in horror texts, “something” is often associated with
negative or threatening connotations, unlike in standard English texts where it retains
a neutral or positive meaning. The study also highlights the importance of the com-
parison stage in the identification process within horror narratives, where subjects
struggle to find familiar equivalents for new, potentially dangerous objects.
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The findings suggest that the use of “something” in horror texts not only cre-
ates narrative suspense but also serves as an iconic marker of the cognitive search
for meaning in an altered ontological reality.

Keywords: discourse, text, sign, iconicity, indefiniteness, something.

Beryn

bararopiune [OMiHYBaHHA CTPYKTYpPaliCTCBKOIO MiXOHy YTBep-
OWIO NyMKY, 11O JIIOICbKA MOBA — 1l€ 3HAKOBa CUCTEMA, SIKa I'PYHTYETbCA
Ha TPUHINII CUMBOMIYHOI, TOOTO [OBIMBbHOI, IPUPOAU MOBHOTO 3Ha-
Ka K HalOinpIl abCTPaKTHOTrO, NOPIBHAHO 3 iHIIMMM TUIIaMM 3HAKiB
3a cuctemoro Y. Ilipca. OpHak Hanpukinni 20 CTOMITT Lje CTajle yABIeHHs
3pymmtocs 3aasgku poboramu rpymn ¢inonoris (O. ®imep, I. Oownari,
E. TabakoBcka, K. Binemc Ta iH1i), sIKi po3moyany JOCTiKeHHs iKOHIY-
HOCTi MOBMU 4YM TO €IeMEHTIB iKOHiYHOCTi B MOBi (3a/1€KHO Bifi mOCTaB-
neHol MeTn). Ines mpo iKOHIYHICTP MOBHUX 3HAKiB 3HAIIIA MiATPUMKY
cepep 6araTbox HOCTIAHUKIB. JI03BONMMMO TYT 3rafaTu iMeHa it po6oTn,
omy6yikoBaHi B octanHi poku: JI. Haramn i jtoro gocrmimpkeHHs 1po 3a-
JTy4eHHS YMTa4a [0 MEePeXMBAHHA ONMMCYBAHMX y TE€KCTaX eMOLiN INJiA-
xoM KorHiTuBHOI cumynanii (Nuttall, 2024), P. berues Tta I. Kopau i ixus
Ipals Ipo iKOHIYHICTD Pi3HMX 3BYKiB YTOPCbKOI MOBM Ta iXHIO 3[JaTHICTb
acoujiroBarucs 3 emouiamu (Benczes & Kovécs, 2022). ITopyurena npob6ie-
Ma fK a/IbTepPHAT/Ba 3aTra/IlbHOB/M3HAHII TPAEKTOPII TIHIBICTUYHOI JyMKA
CIIOHYKAE JI0 PO3AYMiB i IOTpebye peTe/IbHOrO HOCTi/KEHHS.

Y Mexax 11iei KOpOTKOI pO3Bi/JKM BUCTIOBMMO TilIOTE3Y IIPO Te, 10 MOB-
Hi 3ac00M, sKi MalOTh JIeKCMYHe ab0 TpaMaTH4He 3HAYeHHs «HeBM3HaYe-
HiCTB», € MapKepaMM IICUXOJIOTIYHMX i OHTONOriYHMX 3acaj NMOOYHOBU
BUTAJIAaHOTO CBITY >KaxiB. Y 3B’3Ky 3 LIMM iX MO)XHA BBaXKaTl €/leMEeHTaMI
Ka€ YHACJIiIOK aHa/Ti3y TeOPETUYHOTO JOPOOKY BYEHUX, SIKi IPUCBATUIN
CBOI 3yCH/UIA BUBYEHHIO ikKoHiYHOCTI B MOBi. Tak E. TabakoBcka 3ayBaxye,
IO «KOPMCTYBAd MOBJ MOXKe acoljifoBaTy (po3misHaoun BigmosigHi mopi-
OHOCTI) ITeBHi BUpasy 3 IEBHUMM OHATTSIMM, @ BHACTITOK IPUIITH 10 TIeB-
HOTro po3yMiHHsA abo iHTeprperanii peanbHocTi» (Tabakowska, 1999: 411).
To>x MeTa JOCTIiKEHHA — 3’ICYBaTU MO>K/IMBOCTI MOBHMX 3ac00iB, 1110 BU-
paXalTb 3HAYEHHA «HEO3HA4YeHiCTb», HAOyBaTy iKOHIYHOCTI B OKpeMux
IMCKypcaX, 30KpeMa B JUCKYPCi )KaxiB. Marepiamom JOCTiKeHHA CTaB
tekcT pomany C. Kinra «JIoBe1b CHiB» (KOHTPAaCTHUM MaTepiajioM — TEKCT
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pomany Aripic Mepprok «CBsTa i rpixoBHa MallyHa KOXaHHs» (y IOfaIb-
momy aHanisi — T2). [lo aHaisy 6y 3amydeHi nuiie TeKCTOBI pparMeHTH
3 HEO3HAYEHVIM 3alIMEHHVIKOM something.

MeTomu moCIimKeHHA

Bukopucranus sacrocynky Sketch Engine nosBossie BusHaumTy Kinb-
KiCHI IapaMeTpy BUKOPNMCTAaHHS HEO3HAYEHOTO 3aiiMeHHUKa something,
nas npukiany, y tekcri pomany C. Kinra «Jloseupb cHiB». TekcT pomaHny
B3ATUI PaHJLOMHO AK OfIMH i3 3pasKOBMX i TUIIOBUX [/ JUCKYPCY JKaxiB.
3ayBax1Mo, IO yepe3 0OMeXeHICTb 06cATy cTaTTi He GepeMo 70 aHa-
N3y 3alIMEHHUK some, AKUI, Y>XUTUI 3 iIMEHHMKAMM, BUKOHYE Ty CaMy
cl)yHKuiIo, XO04Ya, HalleBHO, IO/Iy4eHHA [JO aHa/li3y iHIIMX MOBHUX 3aco0iB
BIPa)K€HHA HEO3HAYEHOCTI € IEPCIIEKTVBHYUM i HaZlaCTh PO3II0YaTOMY [O-
CITiIPKEHHIO 3aBEpIIEHOTO BUITIAAY. 3 METOI0 YHAOYHEHHSA OUCKYPCUBHOI
crienudiky BXXMBaHHA 3alIMEHHVKA sormething i JOBefjeHH: J10r0 iKOHi4-
HOCTI B TeKCTaxX )axiB OKpeMo 0y/10 IpoaHaTi30BaHO 3a TYIMM >K KpUTepi-
AMU TEKCT poMaHy Atipic Meppok «CBATa i rpiXoBHa MalllifHa KOXaHH»,
1[0 I03BOJIVJIO TIOKA3aTy KiNbKiCHY i AIKiCHY (3MiCTOBHY) BiIMiHHICTb BU-
KOPUCTAaHH IIbOTO 3a/IMEHHNUKA B Pi3HUX UCKypcax. T2 mpu boMy BBa-
’Ka€MO 3pa3koOM YHOPMOBAHOI aHIJIIIChKOI MOBM, /e BUKOPUCTAaHHSA IIbOTO
3aliMEHHMKa He Bi/Ipi3HAETbCA Bifl 3ara/IbBHOMOBHOIO CTaHZAPTY.

Buxmrag ocHoBHOro MaTepiamy

Ilepm HiX 3AificCHIOBATM TOAAsblIe NOCTIIPKEHHS, Ba)K/IMBO 3YINU-
HUTHUCA Ha JHTBOQITOCOPCHPKOMY YABIEHHI PO «iHTepIpeTalilo pe-
QIbHOCTI» MOBHUMU 3acob6amiu. 3BUYHUM /I iKOHIYHOCTI MOPSIKOM
iHTepIpeTaNii € «peayIbHICTD — II iMiTaLisg», TOOTO Te, fK, HAIIpUKJIAJI, OHO-
MarToIIis iMiTye 3ByKM 06’€KTiB HABKOMMIIHBOI AiJICHOCTI, OCKI/IbBKM «Ha-
CIiyBaHHA — IIe, MaOyTh, HANIOMPEeHillle IIOHATT, 1] JIOKUTDb B OCHOBI
ikoHiyHOTO BMKOpUCTaHHA MOBI» (Freeman, 2009: 428). [IpuxumibHUKM 5K
HIMPILIOTO PO3YMiHHA iKOHIYHOCTI B MOBi HaroJIOUIyOTh Ha TaKUX IPUH-
LUITOBUX pevax:

— MEePEXXUTUI peanbHUI JOCBiJ TAKOX MOKE MaTU PEryIAPHY MOBHY
aKTyasisaniio; BillOBiJHO, BUKOPUCTAaHHA 11i€] MOBHOI OVMHMII KOXKHOTO
pasy akryanisye 1eit gocsin (Tabakowska, 1999; Sagan, 2007);

— peasbHICTb CyMHIBHA J1 Cy0 €KTUBHA, 1[0 BiIKpUBAE MOX/INBOCTI
CTBOPEHHA a/IbTE€PHATUBHUX CBITiB, TOMY aBTOPCbKUI TEKCT — L€ YABHUIA
nepexutnit gocsig (Freeman, 2009);
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— «SIKIIIO BU3HATY, 1[0 6a30BUM 3HaYeHHAM i30MOPQi3My € CIiIbHICTh
CTPYKTYPH, TO [iKOHIYHICTb Y XyI0’)KHbOMY TeKCTi — 6cmaska Hawia, A.C.]
He IPOCTO MUTAHHA BigOUTTA GopMu y 3MICTi, ajie it HUTAHHS PO Te, 5K
nopti6Hi popMy MOXKyTb TOpomKyBaTu 3Ha4eHH:» (Freeman, 2009: 431).

Tob6To AKIIO iKOHIYHICTD Yy MOBi pO3yMieTbcs IMPOKO (He /uiIe AK
OCHOBa OHOMATOIIil) i HEOZHOCIIPSIMOBAHO, TO CIIOCTEPEXXEeHHA 3a Jili-
CHICTIO (BUTafjaHOI0 30KpeMa), ii YCBiZOM/IEHHS 11 3aKpilUIeHHS MOBHMX
OJVIHMIb 3a TIIEBHUMU CIIOCTEPEXEHHAMH i € IPOLECOM, AKUI IOACHIOE
€/IEMEHTY iKOHIYHOCTi B MOBI.

YMOTMBOBAHICTD acoljialliif, 110 BUHMKAKTDb IPY BUKOPUCTAaHHI I1eB-
HUX QOPM, IPYHTYETbCS Ha CXOXKOCTI, fAKa, K cTBepHKye Y. CTiBeHC, «He
€ Hi TOTOXXHICTIO, Hi HaC/liyBaHHAM. 3a JIOTO C/I0OBaMU, 1Lie «OIVH i3 BaXK-
JIMBYMX KOMIIOHEHTIB CTPYKTYPU AiJICHOCTI» i CTBOPIOETHCSA YABOIO 3a I10-
cepenuunTBa Metadopu. Ll cxoxictp Moxxe mMatu Taki popmu: 1) Mix
nBoMa abo 6ijblile YaCTMHAMU JiICHOCTI; 2) MK 4MMOCH peajibHUM i 4u-
MOCH YABHUM; 3) MDXK YMMOCH YABHMM 1 Y/IMOCDH PE€JIbHUM; i 4) MDXK IBOMa
yABHMMU pedaMm» (OuT. 3a: Freeman, 2009: 433).

IIpononoBaHe [0 POSINANY 3HAYEHHS HEBM3HAYEHOCTI, 3BMYAIHO,
IIEBHOIO MipOI0 aHTOHIMiYHE O CXOXKOCTi, TOTOXXHOCTI TOIIO, ajie He 3a-
nepevye, a HaBIAKM, YHAOYHIOE NPOLEC KOTHITMBHOIO IIOIIYKY 3 METOI0
MOBHOTO BYP)XeHHS IEPEeXUTOro HOCBiny abo mporiecy jioro HabyTT4,
a came — IOIIYK TOTOXXHOCTI, HaMaraHHsA yMOTUBYBaTy aKTyaji3aliio Jo-
CBily CTMKA€ETbCA i3 IIEpEeNIKOgaMM YY1 HaBiTh HEMOXX/IMUBICTIO IOCATTH Pe-
3y/IbTATY.

BusHaveHicTb / HeBM3HAYEHICTb — 1l OflHE 3 JIOTiKO-TPaMaTMYHUX
3Ha4YeHb, IKE BUPAXKAETbCA B MOBAX Ha Pi3HMX PiBHAX PiSHUMU MOBHUMU
3acobamm, cepefl AKMX YAaCTOTHMM € BMKOPVCTaHHA 3alIMEHHMKIB (YKp.
ujocw, Axkutico, Eng. some, somebody, something). Bucokmnit piBeHb abcTpak-
THOCTI TIOHSITh BU3HAYEHICTh / HEBU3HAYEHICTh CTBOPIOE ME€BHI IpO6IeMu
3 IOTPAKTYBaHHAM IXHBOTO 3MiCTYy, TOMY IIPOIIOHYEMO 3a/Iy4UTH O PO-
3yMiHHS 11 iHII MOHATTSA, Taki AK «00i3HAHICTb / 3HAIOMCTBO» 1 «MOX-
muBicTe ineHTndikysarm» (Eng. familiarity and identifiability), sax ue
npomnonye K. Jlaiionc (Lyons, 2005).

3aydeHHHA caMe LUX IOHATb [JO3BOMUTb YHAOUHUTM Ti BifTIHKK
HEBU3HAYEHOCTi, IKi BUKOPMCTOBYIOTbCA /I NMOOYHOBY YABHOTO CBIiTY
IUCKypCy XaxiB. TyT TaKo)X Ba>KIMBO BKAa3aTy, L0 ICUXOJIOTY JOBEN,
IO 3yCTPid i3 YMMOCh HOBUM, He3HaIOMIM, HEBiloMMM ab0 BiIMiHHUM
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BiJj 3BMYHOI HOPMM BMK/IMKA€E OCTpPaX i oOO0BAaHHA, a 3HalloMe, BiloMe,
BU3HAYEHEe ACOLI0ETHCS 3 TEIIOTO i KoMpopToM (6Oi/ble AMB. «IIPMH-
nun obisHanocti» (Eng. the familiarity principle (Zajonc, 2001)). Sk 6yno
3a3HaveHo paHime (CasoHoBa, 2018), TeKCTU TBOPIB I[bOTO AVICKYPCY IO-
OynoBaHi Ha IPOTHPIYYi 3BUYHOI OHTOJIOTII CBITOYCTPOIO 1 TUX 3MiH, AKUX
BiH 3a3Hae. Y 1[bOMY BUT'aIaHOMY CBiTi Cy0’€KTM, @ 3 HMMM i 4nTad, CIOCTe-
piraroTh 3a UMMM 3MiHaMU, YCBiZOMIIIOIOTD iX i aKTyasi3yloTb y MOBHOMY
BUPaXeHHi, TOOTO IPOXXUBAIOTh ysABHMII focBin. Hanpukian, e Bigbysa-
€TbCS, KON CY0 €KT CTUKAETHCA 3 He3HAIOMUM 00’€KTOM, He MOXKe JI0To
inenTNdikyBaTH, 3rOOM 3aCTOCOBYE JIOTiUHi OIepalil MOPiBHAHHA B II0-
ITYKy TOTOXKHOCTi 3 BiloMMMy 06’€KTaM i, He BUABJIAIOYU TOTOXKHOCTI
31 3BUYHMM CBiTOM, ifieHTN(IKYE 1€t 00’ €KT Yy JOBIMbHMIT CIIOCIO.

CaMme cTajis HOPiBHAHHA B NOWIYKY ifleHTHIKallil € IPUHINIIOBOIO
IIS1 pO3TOPTaHHA NOOYAOBY HOBOI OHTOJIOTII BUTaIaHOTO CBIiTY AMCKYPCY
XaxiB i crokeTHoI JiHii TBopy. Ha Hamry gymKy, Ha it crapii Oypgb-saxi
MapKepy HaOMMKAIOThCA /IO iKOHIYHOCTI, ajpke acOIiII0Th HeBYU3Hade-
HICTD i3 HAIIPyTOI0, ePEXXMBAHHAMY, HEIIEBHICTIO HAC/TiJKiB KOHTAKTIB i3
He3HajloMuMu 1 HeineHTUdikoBaHMMHU 06’ekTamu. IIpornoHyemMo BuKIa-
TEHUN JJajli aHaJli3 3 METOIO IOBEIEHHA BUCYHYTOI TilTOTE3M.

CratucTuyHi JaHi, OTpMMaHi 3a JJOOMOTOI0 KOMIT I0TepHOi 06po6OKM
nporpamoro Sketch Engine, cBiguarp npo 0,13 % 4acTOTHOCTI y)XKMBaHHSA
bOro 3aliMeHHMKa y TekcTi pomany C. Kinra «J/IoBenp cHiB» (i mo-
piBHaAHHA T2 - 0,09%), mpU4OMy 4aCTOTHICTb Y)KMBAHHSA 3HA4YHO Oi/bIna
B IepLIiil TpeTHi TeKCTy (AuB. Mas. 1), Xo4a 3HauHa IPOTATOM yCbOTO
TEKCTY.
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Binpin feTanbHa po3K/lajKa JaHUX IO TEKCTY JO3BOJIAE IpOaHai-
3yBaTI TEKCTOBI (parMeHT! 3 «I1iKOBOIO» HEBM3HAYEHICTIO, fie pedeHHs
3 BUKOPMCTAHHSM LIbOTO 3a/IMEHHNKA € YaCTUMHOI0 PO3/IyMiB Cy6’€KTa PO
3MiHeHy HaBKO/IMIIHIO AiJicHicTh. [IpuMiTHO, 0 B IepLIiii TpeTHHI TBOPY
KiZbKiCHO 6i/IbIIa He JIVIIe YaCTOTHICTD, a I II/IbHICTD BUKOPVCTaHHS He-
03HA4YEHOrO 3aliMeHHMKa. Hanpukian, y HailiIbHIIINX TEKCTOBUX YPUB-
KaX KOHILIEHTpallisl 3aliMeHHuKa something csirae 18 i 16 opuumip Ha 2 %
TEKCTY, a 3aTaJiOM Y CEpPeHbOMY BapiloeTbcsA y TpOMiXKKY 8—10 BXXMBaHb
Ha 2 % tekcTy. Hampuxmaz:

Something that could have been blood. / And something else, something
like mine-gas trapped a million years and finally let free. / This was something
richer and far more awful. / At bottom, Jonesy thought, it was the smell
of something contaminated and dying badly.

A60 B HACTYITHOMY IPUK/Iafi:

It looked like mildew or some kind of fungus. Red-gold, or maybe that
was just reflected firelight. Something had come out of her. Something -
Yes. Something. And its watching me right now. / Something was out there,
something that didn’t do well in the cold, something that preferred warm,
wet places.

T2 pemoHcTpye iHIIY AiarpaMy BXXMBaHHS L[bOTO HEO3HAUEHOTO 3a-
JiMeHHVKa (AuB. MaJt. 2), HallBUIUI TOKAa3HMK IiNMbHOCTI — 10 y mepumx
14 % TeKCTYy, a 3arajbHa IiJIbHICTD — 4.
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Okpim oueBUHOI KilbKiCHOI BifMiHHOCTI — IepeBarum 4acTOTHOCTI
VI IiTbHOCTI BUKOPMCTaHHA 3alIMEHHIKA B TEKCTi >KaXiB, MaeMO i ACKpa-
BO BUpP@XEHY Pi3HMIIO B JOr0 CIIOYy4yBaHOCTi (K JIEKCMYHOI, TaK
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i rpamaruyHoi). 3aiiMeHHUK something HabyBae iKOHIUYHOCTI B AMCKypCi
JKaXiB, OCKi/IbKYM KOHCTPYKIiI 3 HUM B LIbOMY TUIIi XyJOXXHbOTO JUCKYPCY
MalOTh HETaTMBHI 4y 3arpos/nusi acoljianii abo Taki, e 00’€KT OmMcaHmit,
SAK HEMOXXIVBUI 114 ifeHTHdiKanii, mo miarsepmxye Bubipka Hait6ib
BXXVBaHMX i3 MM 3aJIMEHHVKOM IIPMKMETHUKIB:

- wrong (something wrong with him),

— new (something new in his existence that he hadn’t even suspected /
having an actual out-of-body experience),

— terrible (something terrible),

— contagious (something contagious),

- different (something different),

— good (something too good to be true).

3ayBaX1Mo, 1110 HaBiTb HENTpajbHI 32 KOHOTAII€l0 NPUKMETHMUKIU
BXWTi B HETaTMBHOMY MIMPIIOMY KOHTEKCTi, Halpukiaf, too good to be
true.

Y T2 3k, no-nepiie, HeO3HAYEHMII 3a/IMEHHUK CIIONTY4AETbCA i3 61/1b-
IIOI0 KiNTbKiCTIO IIPMKMETHUKIB (IIporpama HapaxyBasa ix 25), a mo-gpyre,
IIi MPUKMETHVKY He MaloThb HeraTuBHOI KoHoTauii (individual, patient,
great, hard, huge, radioactive, live, sacred, wonderful, perfect Tomo).

Tak caMo HeraTuBHY KOHOTaIlil0 MalOTb CIIOJlyuyeHHA 3aliMeHHUKa
something i3 giecnmoBamu y ¢pyHkuii migmerta (5 giecniB) abo gopmarka (13).
HiecnoBa be i have o yBaru He 6pannch, OCKiTbKM BOHU BUKOPUCTOBY-
Ba/ucA 371e06iIbIIOTO /I BUpaXeHHA TPaMaTHYHMX 3HaueHb. [Iporpama
BUOKPEeM/TIO€ OI/IbIICTD CIIOTy4YeHb i3 TAKUMM Ji€CTOBAMU:

Ii€ECTOBO KiZbKiCTh y)KMBaHb | KOHOTAIlid B TEKCTi

say 19 19x
5.

do 13 8 x
3.

know 6 3%
1-

get 8 5y
see 7 7 -
catch 3 2
1x
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aiecmoBO Ki/IbKiCTh Y>)KIBaHb | KOHOTAallisl B TEKCTi
hear 3 3-
understand 2 2x
go (wrong) 2 2 -
need 2 Ix
1-
hit 1 1-
eat 1 1-

3araspHa KiJIbKiCTb — 67: 26 HeraTuBHa, 0 — MIO3UTUBHA

Haronocumo Ha ToMy, 110 y)KVBAaHHA 3aliMEeHHUKa something 3 nie-
C/IOBaMM B KOHTEKCTAX i3 TO3UTUBHOIO KOHOTALII€I0 He 3apikcoBaHO.

Y T2 nexcuyHa CIONTy4YyBaHICTb 3aliMEHHMKA 3HAYHO Oi/blI pisHO-
MaHiTHa: HeO3HAYeHNUII 3aliMEeHHUK something yxuto y QyHKii jomaTka
3 31 giecmoBoM i y pynkuii migmera 3 9 miecmoBamy, cepen AKMX Jli€CIOBa
PI3HMX CeMaHTUYHMX IPyI (TOBOPiHHS, MUCTIEHHEBOI JIiANbHOCTI, isny-
HOI fiii Ta iHmmi). JKogHOro HeraTMBHOTO KOHTEKCTY He 3adikcoBano. Ha-
BiTb €IMHUIT IPUKJIJ, CIOMY49yBaHOCTI something 3 miecnoBoM to fear He
CTBOPIOE KOHTEKCTY CTpPaxy, IPMTaMaHHOTO TeKCTaM >KaxXiB, i TuM 6inbIue
— He BIUIMBA€ HA OHTOJIOTII0 «HOBOIO» CBITY TEKCTY, OCKi/IbKM OINUCYE CH-
TyaTUBHe IOOOI0BAaHHS MOX/IMBMX MDKOCOOMCTICHUX YCK/IajHEHb y Bif-
HocuHax (She still kept discreetly accosting him, conspiratorial and smiling.
More lately Blaise had begun to fear something else, nebulous but horrible.
What was Pinn, anyway? He now thought that he discerned in her something
which she tried to hide from him).

3BepHIMO yBary Ha CeMaHTMKY [Ai€C/liB i3 KOHTEKCTiB 3 HETaTUBHOIO
KOHOTalji€n. B ogHakoBoMy ab0 Maibke OHAKOBOMY BiJICOTKY HellTpasib-
HOTO J1 HETaTMBHOT'O KOHTEKCTIB sormething Conmy4aeTbCs 3 liecioBaMu to
do i to know, mo, Ha Hauly fyMKy, BigoBifae ifei mpo Te, mo B TeKcTax
IUCKYPCY >KaXiB aKTyajisyeTbCs HaMaraHHA YIOPAAKYBAaT OHTOJIOTIII0
«HOBOTO» CBITY IIIAXOM IOOYAOBY CUCTEMU HOBOi OHTOJIOTII, CHCTeMM
3HaHb IIPO Il CepelOBMILE, NAKYM OLIHKY AifAM HE3HAOMMUX, MOXX/INUBO,
CTpaxiTnMBMUX 00’€KTiB. AJe Ije HailOi/IbIII BarOMOI0 PMUCOI0 BXXMBAHHS
HEO3HAYEeHOTO 3aiiIMeHHUKa something € HeraTMBHA acolliallif, CTBOPIO-
BaHA B IIOEJHAHHI 3 HiecTIOBOM fo see (yci BUIIaKM HECYTb CEHC OYiKy-
BaHHS CTPAILIHOTO a00 CIOCTepiraHH:A 3a CTpalIHUM). To6TO epBUHHUM
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y TeKCTaX AUCKYPCY XaxiB € Bidya/bHe CIIOCTEPEXXEHHs, IMOLIYK TOTOX-
HOCTI, CIITBHOCTI 400 HaBIIAKM BiAMIHHOCTI MiDXX 00’€KTaMU 3BUYHOIO
i «HOBOTO» CBITY i (hikcamis UMX BifMiHHOCTEII, SIKi 3aBXKAM BUPA3HO HeTa-
TyBHI. Tak caMo BUPa3HO HETATUBHIM € CIIOKVMBAHHS YMMOChH HEBITOMUM
00’€KTiB AiNICHOCTI B DXy ab0 Qi3nyHe 3iTKHEHHA 3 HUM (TYT IPOCTEXY-
€TbCS 3B’A30K 3 ifeero ®. bauesnya 1po QyHKIII0OBaHHS HEAMCIIO3MILiT-
HUX NpeuKaTiB B ofuBHeHUX TeKcTax (banesuy, 2018)).

OnHUM i3 Hal16iIbII BaXX/IMBUX BiITIHKIB 3HAYE€HHS «HEBM3HAYEHICTb»
y TEKCTaX >KaxXiB, Ha HAIlly TYMKY, € CEHC «<HEMO>KIMBICTD iffenTndikyBaTm»
(non-identifiability). Hamaranusa imentmdikyBatu HOBMII i NMOTEHIITHO
3arpo3/MBUIL 00’ €KT CTAIOTh OCHOBOO IIOJ]a/IbIIIOTO PO3TOPTAHHA CIXKETY
i TpaHCII0OBaHHA BiNOBiAHMX ceHCiB. CaMe TOMY IpolLieC IOIYKY BifiTIo-
BiIHUKIB CIIOCTepe>XyBaHOTO 00’€KTa y 3BMYHiil OHTOMOrI 37e6i1bIIOro
OMOBJIEHO B KOHCTPYKLIifX:

— be / feel / look like something (e.g., ... only he had never seen one like
McCarthy’s was now, one that looked like something inside had fired a flare
or a shotgun shell in order to — to what?; And once again he could smell that
aroma of bananas and ether, a fermenting active smell, like something which
has just started to go over). Tyt HaBOgVIMO ABa pedyeHHs, OCKinbku like
MO)Ke Oy TY BUKOPUCTaHe i K CIIOMYyYHMK (IepLInit IPUKIaz), i K MopiB-
HSIBHUI IPUIIMEHHUK (IpyTuit IpUK/Ian);

— be / feel / look something like (e.g., He can see it on the candy-rack,
a bright yellow mark something like a handprint);

- imennuk/Participle II + or something (If that’s a bear or something;
maybe it’s the barometer or something; if he’s infected or something);

- something + aTpuOyTUBHe pe4YeHHS 3 MOJA/JIBHUMU Mi€CTOBAMMU
CyMHiBY a60 MO>XIMBOCTI (e.g., Something that could have been blood).

Y T2 3adikcoBana nuiie ofgHa KOHCTPyKLis like something (It’s like
something in a legend), o BKa3ye Ha BiICyTHICTh HEOOXiTHOCTI ITOIIYKY
cy0’eKTaMy BifiIOBITHUKIB y <HOBOMY» i 3BUYHOMY CBiTax; TaK CaMo 3a-
¢ikcoBaHo ofHy CTpyKTYypy iMenHuk / Participle II + or something (long
lost mother or something); KOHCTpyKil something + aTpubyTUBHE pedeH-
Hs1 3 MOJa/IbHUMM JIIECTIOBaMU CYMHIBY 260 MOX/IMBOCTI He 3a(iKcOBaHO.

KoHcrpykuii 3 something MOXyTb MaTé JOZATKOBI MapKepy Heo-
3HAUEHOCTi, HANPUK/IAJ, NPUKMETHUK i3 cydikcom -ish, Akuit fopmae
3HAYEHHIO BifITIHOK «Tumy, cXoxuit Ha» (Speech all at once seemed hard;
he felt a debilitating fear grip him, something feverish and constant,
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like a low-grade flu); npuxMeTHUK y nOpiBHs/IbHOMY crymneni (This
was something richer and far more awful); niecnoso ¢isuunoro cripuii-
HATTA y hopmi Continuous 3a/y1s1 MO3HAUEHHsI HECIIPABXKHOCTI BiTIyTTiB
(Now Jonesy was hearing something else — hearing it without hearing it...).

Came B meplliil 4acTUHI TEKCTy, He BUKOPUCTAHHA 3alIMEHHNKa
something Mae HayONbIy YaCTOTHICTD i IIIZIBHICTD, CHOCTEPIraeMoO, TaK
O6u MOBUTHM, «3BUYKY» UM TO «IPUCTOCYBaHHA» IO iCHyBaHHA HEO3Ha-
YEeHOTO 00’€KTa y «HOBiil» OHTONOrI — TaKMM YMHOM BiH 3a/IMIIAETHC
Heo3Ha4yeHNM, ajie Bxe Biomum. ITpo 1e cBigunTh dikcanis gaxry icHy-
BaHHA IIbOTO 00’€KTa B OTOYEHHI i OiIbII YCBifjOMIEHNII, MalXKe HayKoO-
BUII, aHaJIi3 JIOTo Aiil i XapaKTepuCTUK, HaNpukiaz, Something was out
there, something that didn’t do well in the cold, something that preferred
warm, wet places. To6TO peLnIieHT CTpaxy HifICYMOBYE CBiil JOCBi CI10-
CTepeXXeHb 3a Heo3Ha4eHMM 00’ekToM i (ikcye 70T0 SKUTTEBO BaXK/IMBi
O3HAKIL.

BucHoBku

AHali3 KiZTbKiCHUX 1 AKICHUX ITOKa3HMKIB BUKOPMCTAHHA 3alIMeHHM-
Ka something y TeKCTi KaxiB JaB MOX/IMBICTDb 3’CYBaTy, Y1 MOXKHA BBa-
JKaTy 1leyl MOBHMII 3HaK iKoHiYHMM. 3acTocyHok Sketch Engine nosBonus
HaBeCTU CTAaTUCTUYHY apTyMeHTallil0 Ha KOPUCTb BUCYHYTO] TillOTe3N, a
JIHTBICTMYHMIT aHA/Ti3 KOMIT I0TepHOI BUOIpKY MOBHOTO MaTepiay 1ie Imifi-
tBeppuB. Tox y nopiBHaAHHI 3 T2 6yo BusAB/IeHO 1) KinbKicHY IepeBary
(0,13 % mo 0,09 % Bix abCOMOTHOI KiTbKOCTi MOBHUX OJVHUIIb y TEKCTI);
2) BigHOCHY nepeBary (WinbHicTb y 16-18 BxmBaHb fo 10 y mikoBux 2 %
TEKCTY; cepefHsA LiimbHicTh 8-10 0 4 BXXMBaHb Ha 2 % TEKCTY); 3) AKic-
Hy crierdiky BxuBaHHsA (0OMeXXeHa KiNbKicTh JI€CTIB 1 IPUKMETHUKIB,
3 AKVMMM CIIONY4YA€ThCA 3alIMEHHMK y TEKCTI JKaXiB, i BMCOKa BapiaTMBHICTh
JIEKCUMYHOI criony4dyBaHocTi y T2); 4) rpamatuyny crienngiky BXXUBaHHA
(Mpoke BXMBAaHHA IOPIBHABHMX KOHCTPYKIiN i 3ac06iB BUpakeHH:
MOXX/IMBOCTI/HEMOXIMBOCT] UM CyMHIBY Ha IIPOTMBAary OfVMHNYHUX BIU-
HaJKiB TaKMX CTPYKTYp Y T2); 5) mparMaTnyHO-KOMYHIKaTUBHY crenudi-
Ky (MaKCUMa/rbHO BUKOPUCTOBYETbCA B IIEPUIiil TPETUHI TEKCTY 3 METOIO
CTBOPEHHS HAIIPYTH, OYiKYBaHHA i CTpaxy, WO BUKOPUCTOBYETbCA Yy TI0-
[la/IbIIIOMY PO3TOpTaHHI Hapailii); 6) OCHOBHMM BiJTIHKOM HEO3Ha4e€HOCTi
B AHA/Mi30BAHOMY TEKCTi € «HeMOXIMBICTh ifmeHTMdikysatn». BucHo-
BKM, O AKMUX IIPU3BIiB aHaJIi3, BKa3yIOTb Ha NMCKYPCUBHY 3ajIeXKHICTb
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i BMOTMBOBaHICTh BJIACTMBOCTI 3aiiMeHHUKa something 6yTu eneMeHTOM
IKOHIYHOCTI B TEKCTaX.

[TepcrieKTBM [OCTIPKEHHS: 3aMydeHHs O1IbIIOI KiTBKOCTI TEKCTiB
Pi3HMX >XKaHpIB O aHaJIi3y 3 METOIO YCeOIYHOTO BUBYEHHS Crlel ik Bu-
Pa)XEHHS «HEO3HAYEHOCTi» B XyIOXKHbOMY JMCKYPCi; 3a/y4eHHs [0 aHa-
i3y TEKCTiB IHIIMMY MOBaMJ 3 METOIO 3’ ICyBaHH: YHIBEPCaTbHOCTI TaKOl
cneumbixm; BUIBYEHHS IHIINX MOBHMX 3aCO0iB 31 3HaUEHHAM «HeO3Haye-
HICTb» B Pi3HOXKaHPOBMX TEKCTAaX iHIIMMM MOBaMMI 3 METOI BUABJICHHA
Mipu iKOHIYHOCTI IMX 3ac06iB.
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