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IIpo6aeMu JTiHrBOCTHIICTHKH
A. B. byiion, B. I1. T'aiinap

MOBHOCTWJIICTUYHI OCOBJIMBOCTI NOETUYHOI'O TBOPY
IIOJIN MIEH «THE STATUE OF THE VIRGIN AT GRANARD SPEAKS»

Iona MieH — Bimoma ipiiaH/IChKa MoeTeca i Jpamarypr, sika MoeaHye 0e3iu
SIBHI y CBOiH mmoe3ii. BoHa mopymrye ckiiagHi TeMy coialibHOTO, peiriifHoro Ta Ha-
IOHAJBHOTO XapakTepiB. Lle € BUpa3HO0 0COOMBICTIO TIOCTECH, 0 CHMBOJI3YE i1
TBOPUICTH Ta pOOUTH ii TyKe aKTyalbHOIO.

¥V Bipuni mig HaszBoro «The Statue of the Virgin at Granard Speaks» aBropka 3a
JIOTIOMOTOIO0 OKHBJICHHSI HE)KMBOTO KPHUTHKYE COINATbHI Ta PENriiHI YCTaHOBH, IO
MOXe 3J1aTHCs TUBHUM, ajpke [lona Oysa BUXOBaHa y KaToJuIbKii poauHi. Leit mpo-
CTOPOBUH TBIp 3 HOTO HANPYKEHOTO IMOJIEMIKOIO Ta TAJKUM JIPU3MOM TOBOPHUTH PO
BIpY, OCKBEpHEHHS, JKIHOK Ta TPAHCTPECIIO, OHOYACHO YBIKOBIUYIOUH I1aM’SITh TIPO
1’ sitHaausITUpiuHy EHH JloBeTT 3 11 HEeHapOPKEHOIO JUTHHOIO, YUsl CMEpPTh Y MiTHI-
soKkst eBsituHi liBu Mapii B oxpy3i JIorrdop crnpusiia me cuibHImomy npoOympKeH-
HIO IpJIAaHCHKHX [1e0AaTIB 111010 3aKOHIB ITPO a0OPTH.

VY npoMy Bipii HasSBHUI HAaTypajJbHUNA PUTM IMCHMEHHHMII 3 JTOBTUMH MOHO-
TOHHUMH PSIIKAMU, Y SIKOMY PO3MOBHMI PUTM HECE 3HAUEHHSI IPOTATOM BChOTO PSA-
Ka &X JI0 caMOTro WOTo KIiHI, [0 MOJKE 3/IaTHCS HE3PYYHHUM, IIPOTE PU3BOIUTH J10
TOJIOCOBHX Ta PUTMIYHUX MO TYJISIIIH.

Bipm po3no4nHaeThCs ONMCOM HECTIPUSITIIMBOT IIOT0 JIU, II0 BiJl CAMOT'O NOYaT-
Ky HaJIAIITOBY€E YUTAYa 10 CIIPUIIMAHHS CEPI03HOTO Ta BaXKKOI'O TEKCTY:

«November wind sweeping across the border

1Its seeds of ice would cut you to the quicky

VY upomy ypusky Ilosa MieH 3acTocoBye yocoOJIeHHsI, a0 yBHpPa3HUTHA 00pa3
BITPY Ta JOJATH HOMY XapaKTEPHCTHKH JIIOAHMHHM, SIKa Ci€ JII 3 METOI 3aBIaHHS
KO, 3aB/KU BXKUBAHHIO TAKKX MPUHOMIB YnUTa4 repedyBae y mpoX0JI0aHii OCiH-
Hiii armocdepi. He3aBaxkaroun Ha Taki 0OCTaBUHH, CTaTys 3aIHIIAETHCS HETOXUTHOIO.

Jlani BoHa onMcye MicTo, HalBHO 3a0yBal04M PO HABKOJIMIIHIN CBIT:

«The whole town tucked up safe and dreamingy.

TuMm He MeHII, 3roJJOM MOHA BJIOBHUTH HATSK HA 3a3/PICTh 3 MPUKPICTIO 10

TOTO, 0 BOHA 3aCTPsTJIa B IbOMY TPOTI: «stuck up here in this grottoy. lle me onun

'© AB. Byiison, B.N. Maiigap, 2018 p.



BIyYHHI mpuKian yocoOneHHs Bin [lomm MieH, ge BoHa poOUTH CTaTyrO JKHBOKO 3
MOJKJIMBICTIO OOJIICHO TIEPSIKUBATH BCE, 110 BiOYBAETHCS HABKOJIO.

3 IeKCHIHOT TOUKH 30pY, CaMe CIIOBO «stuck» («3acmpamuy) — pO3MOBHE 1 € HE
30BCIM JIOIUILHUM JIJI TaKoi BUTOHYEHOi MOBH. CKIIaaeThCs Take BPAKEHHS, IO
MEIIIKaHIlI MicTa 0e3 BaraHp Ta HAHJATbIINX TEPSKUBAHD TIOMICTHIN CTAaTYIO B TakKe
HerpuBaliMBe Miclie.

HenouiibHy po0OTy BITpY MOMITHO HaBITh 3 TPOTY — JIepeBa 3MYIIICHI BECENO
IPOBOAMTH Yac B aroHii «cavort in agonyy, OKCIOMOPOH, 110 O€JHY€E BECENIOL 3 He-
CTepIHUM 00JIeM 1 TPOBOAMTH Mapajellb 3 CyYMHUMH po3ayMamu ctatyi. Takox Tpu-
BOXKHOIO € (ppasa mozo pizHuX iMeH bora («the various names of Gody), sika BUCTY-
rae CBOEPITHUM HATSKOM Ha aT€iCTHYHMM MOTJIS]] Ha penirito. TuM He MeHIl, cTarys
HE MMPUXOBYE CBOTO MPE3UPCTBA [0 PEIriifHUX MOYYTTIB JFOCH, KO Kake, IO JIFO-
JIV 3BEPTAIOTHCS 10 bora smine 3a1st oTpuMaHHs 0J1aroCIOBEHHS Ha CKOEHHS JIMXHX
pedeit. Y Toii jke gac cTarys SCHO OaYUTh CBO€ HABKOJIMIIIHE CepenoBuUINe. Biyanuii
ormc Tlosmm MieH BUKIIMKAE JKaxJIMBY KapTHHY Iepel OunMa YuTava:

« I hear fish drowning.

1 taste the stagnant water mingled

with turf smoke from outlying farmsy.

TakoX HasgBHUI OKCIOMOPOH 3 BIITIHKOM Tiep0oim 3apanu eexTy apamaTi-
3My IIiJ] 4ac 3raJyBaHHs] puOH, siKa TOHE B BOJII, a/IKe 1€ LIJIKOM HEMOXKJIMBO.

VY tperiit cTpodirepoins TBOPY OTOTOXKHIOE cebe, SIKO0 BOHA MPEICTABIISIETh-
csl B ouax Hapoay. TyT ayxe BUPBBHSETHCS BXKMBaHHSI MieH acOHaHCY, ajirepariii Ta
CITIB3BYY YS!

«They call me Mary — Blessed, Holy, Virgin.

They fit me to a myth of a man crucified:

the scourging and the falling, and the falling again . . .

They name me Mother of all this grief

though mated to no mortal many.

Taxi moBTOpHM 3BYKIB Ha/Ial0Th 3HAYHOI CHIIM Maibke Mpo3aidHuM Bipiam Mi-
eH. 3aCTOCYBaHHS TaKOi TEXHIKM MIICHITIOE TIPKUH TOH 3BYYaHHS TMPOMOBH CTaTyi,
KOJIM BOHA BIIMOBIISIETHCS Bl poJi, sIKY 1l 0Opanu iHII Ta SIKy BOHA CyNnpoTH Oa-
JKaHHSM [OBUHHA BUKOHYBATH.

Oxpim 11pOTO, Ha rpadMHOMY PIiBHI HasBHE BXKHMBAHHS BEJIMKOI JiTepH, aOu
eKCIIPECHBHO BUWICHYBATH BAXJIMBUHA HPEIMET 31 CTPYKTYpPH IOCTHYHOTO PsAKA

BHACJIIOK HOTO HAIMCAHHS Yy Takuii crioci0. Tako y IboMy BHIIaKy BEJIHMKA JITepa
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MOJKE O3HAuaTH aBTOPCHKY IPOHIIO, HEraTWBHE CTABJICHHS /0 BUMHKIB JFOJCH, Il
SIKMX HECYMICHI 3 MPUHIIUIIAMH 3arajIbHOIIOCHKUX iealTiB.

[ToBTOpHE BUKOPHCTAHHSI CTATYEI0 0€30C000BOro 3aiiMEHHUKA «BOHUY» JJIsI Ha-
HMEeHyBaHHs TOPOJISIH TAKOX € 3HAUYIIUM 1 TIOKa3ye, IO BIPII € TPOMAaJChKUM, 3a-
KJIMKA€ 10 TPOBEICHHS aHAIOTI i po3yMiHHA. [[MChMEHHUIA BIIAULIE iX B OKpeMy
rpyIy, KOTpa Ma€ reTh Pi3Hi IHHOCTI 1 CIPUHHATTS JIHCHOCTI, HE Take, SK BoHa. Ta-
KOJK HasBHA BEJMKa KUTbKICTH 3aiiMeHHuKa «S1». 1leit 3aiiMeHHHK aBTOMATHYHO MO-
JKHa TIPUPIBHATH JI0 IHIIIOTO — «MUY, SIK ICTOPHYHE CIIBTOBAPHUCTBO. MU y IIbOMY pa-
30M, 1 TUIbKH B HAIlMX CHJIaX BCE BUMPABUTU. HaBiTh 31 CBOEIO ipOHI€r0, BIpII 3BEP-
TAETHCS IO YCHOTO CBITY.

BigcyTHIiCTh CIIBYYTTS 10 JIFOJEH CTae Iie OUIbII CTPaxiTiMBOI, KOJIM BOHA
CTaBUTH TN CyMHIB criBuyTTst Bora ta Moro icHyBaHHs B3araii B Takux psiaKax, BH-
KOPHCTOBYIOUH BITy4HI CIITETH Ta MOPIBHIHHS:

«They kneel before me and their prayers

fly up like sparks from a bonfire

that blaze a moment, then wink out»

[NocriiiHe BXXMBaHHS Ta MIOBTOPEHHS EIIITETIB BUKOHYIOTh €KCIIPECUBHY (DYHK-
uito. lle o3Hauae, M0 NMCHMEHHUILS HAroOJIOIIYE 3HAYEHHS CJIB, BUKOPHUCTOBYIOUH
acotiamnii Ta OMICYIOYH MOIil, SKi O 11 KOPTLTO 3MIHUTH:

«Or the grace of a midsummer wedding

when the earth herself cries out for coupling

and I would break loose of my stony robes,

pure blue, pure white, as if they had robbed

a child’s sky for their colour. My being

cries out to be incarnate, incarnate

maculate and tousled in a honeyed bed».

O0pa3s, sikuii BOHa BUKOPUCTOBYE, — CEKCYaJbHUM, TOCHJIAIOUNCH HA I3UIHHU-
IBKAN 00psAI pomrodocTi benTeliH, KOTpuil BinOyBaeThCA B CepenuHi JiiTa 1 03HaYae
BeciLIA Maiichknx 6ora i Gorumi. Ix cor03 cHMBOIIBYe POGYIKEHHS IPUPOIH, TI0Y a-
TOK M000Bi Ta panocTi [1]. Kpim Toro, cTarys TakoX 3BEpTAETHCS 0 CaMoi 3eMili
(«the earth herselfy), bpasa, sika € MIPUKIIAIOM JISKCUKH 31 cTapoi penirii. Ha Mutsh i1
MPE3UPCTBO M0 XPUCTHAHCHKOI IKOHOTpadii TOBEPTAETHCS, KOJM BOHA OIIICYE CBOE
BOpaHHs, KOTpe HIOW HaMalbOBaHe TUTHHOI0. CX0Xe, BOHA Ta/lae, Mo CIIPUAMAaHHS
JiBu Mapii y mojeii qutside, HaiBHE Ta HEIOPEUHE, Ta caMa BOHA HIOM € Oe3TITy3/1010

KapuKaTyporo Toro o0pasy.



[oBTOopeHHs (pa3u oMOBINAYKOIO «fucked up» / «XOBaTUCS BIITOMIHIOETHCS
CBOIM MOTEPEIHIM BUKOPUCTAHHIM Y Bipii («fucked up safe and dreamingy). Oue-
BUHO, II¢ TOBTOPEHHS CIYTyBajl0 HAaraayBaHHSIM YMTAueBi PO ApiOHY HAIBHICTH Ta
HEBIMIaCTBO XXHTENIB MICTa, IO Jajo 3MOry Tpareail Tpanurtucs. Ha Bigminy Bin Ji-
BU Mapii, T’ sTHaaIITHPIYHA NIBUMHA IOMHUPAE i 9ac nojoris. OmoBinad, 4us pain-
TOBA 3MIHA /IO KOPOTKHX PSAKIB BipIIa BUAUIE 11 €MOILil, TIPOMOBIISIE:

«and though she cried out to me in extremis

1 did not move,

I didn 't lift a finger to help her,

[ didn 't intercede with heaven,

nor whisper the charmed word in God’s eary.

i psanku HEOTHO3HAYHI 1 TOBOPSITH PO TE, IO BOHA MMPOCTO HIYOTO HE MOXKE
BIIISITH, aJ[)K€ BOHA YIIEBHEHa, 1110 JKOJIHA MOJIUTBA HE J0csTae Heba.

3 mi€ei ApamMaTHYHOI KyJIbMIHAIll MOHOJIOT CTATyi IUIABHO MEPEXOIUTh Y IUIad.
OpHak panToBO BUHHUKAE po3puB y Bipimi. e curnanizye unradesi, mo axpecar omo-
Binaua 3MiHMBCs. B pyci, sikuii o/JHOYacHO 3arepeuye TpaHclieHneHTHoro bora i miz-
TBEPKYE TIEPEKOHAHHS CTaTyi 100 BENMWY1 MPUPOJIM, BOHA HA3MBAE COHIIE ITOYAT-
KOM BChOTO: «molten mother of us ally /| «po31uiaBlicHa MaTy BCiX Hac». Xo4a BOHA
Oarae >KayoCTi Ta MO AJIS ICTOT, KOTPi HE BiHAlOTh, IO POOJIATh, Ta TAHIIOIOTH
«0e3TIy31uil TAHOK» KUTTS, 1i XapakTepucTuka coHus («burning heart of stoney /
«TIeKyde cepIie KaMEeHIO» ) He 3aIIiIIae 6arato Miciisd A croAiBaHb. TyT Oymu 3acTo-
COBaHi CIiTeTH, IO MIICWIMIN TOHATTS COHI, Ta Metadopa, — «heart of stoney,
CHMBOJII3YIOYH CaMe COHIIE.

«Hear me and have pity» /| «Ilouyit Mene Ta mocmiBuyBait» — QinanbHa Gpasza
BipIlIa, SKa 3aMINAE YUTa4a y pO3AyMax. 3aBaJIOCs, BCEMOTYTHS CTaTys, A0 SKOL
3BEPTAIOTHCS 32 JOTIOMOT0I0, cama OJarae 1mpo Te, oo i1 movyIH i 35)KaIHINCh Haj
HEI0 Ta OTOYYIOUHMHU.

[pote, moxmBo, [Tona Mien muiie HaMmaranacst y Takdi CIocid JOCTyKaTuCs
JI0 Jofied, abu BOHM 3rajjajii LIHHOCTI, SIKUM TOBYA€ XPUCTUSHCTBO: OyIH OUIbII
JOASTHUMH Ta JOTIOMAarajii ouH oJHoMy. Lle MoKHa 3p03yMITH 13 afpecyBaHHS 10
JFOJIeH 3a 0TTOMOT 010 3aiMEHHUKIB, SIK 3a3Havasiocs Bume. Came 3BEpHEHHS 10 JIo-
JIei, 00’ €THYIOUYH YCiX i CIIOBOM «MI», Tiepen0adae CIuTbHICTh, HEMOXUTHY TOMO-
BJICHICTH MK ITOETOM Ta YHTAYEM.

MogHi ocobuBocTi noesii [Tos Mien po3kpuBarOTh HaM Ti XyJ0XKHIO Maiic-

TepHICTb. JlificHO, BXXMBaHi Xy0KHI 3aco0u y 11 1moe3ii MOBHICTIO MepeaalTh YNUTa-



4eBi yci eMollil, KOKHE CIIOBO € BOXIIMBUM Ta Ma€ MEBHY LUIb: 3BOPYIINTH YUTaYa,
BIUIMHYTH Ha HOTO TOYYTTS, CIIOHYKalOYH OYTH AOOPIIIMMH, 3aMUCIMTHCS HaJ| CEH-
COM JIFOJICBKOTO KUTTS Ta HOTO LUTAMH.

BIBJIIOI'PADIYHI [TOCUITAHHA:
1.benbraiiH. Tpanuyn u o0psibl, 2015. https:/black-i-
alex.livejournal.com/127513.html.

K. I. Bepemiak
CTHWIICTHYHI OCOBJIMBOCTI TOE3Ii PTYAP/IA BIJIGEPA

Piaapa Binbep (1921-2017) — amepuKaHCHKHI TOET 1 IepeKIagad APYroi mo-
noBuHU XX ctomitTs. Y 1947 poiri BUXOIUTh nepiiia moetrnyHa 30ipka Bitdepa «The
Beautiful Changes». Iloer Bech yac moenHye TBOPUY HiSIBHICTh 3 BHKIIAIAIBKOIO
poGoToto B yHiBepcHTeTi criouarky B ['apBapii, moTiM B Yeulecsi, a B OCTaHHI pOKH
B Yecuni. Binomumu iioro 30ipkamu € « Advice to a Prophet», «The Mind-Reader»
1976, «New Poems» 1987. Bcenapo/iHe BU3HaHHS IPUXOUTH 10 Tioera B 1957 pomi,
Koy BiH oTpumye [lymitiepiBchKy 1 HallOHaIBHY JiTepaTypHy mHpemii 3a 30ipKy
«Things of This World». ¥ 1989 pomui Bin 3HOBY OyB ynoctoenuii [lynirnepiBebkoi
npemii 3a «New and Collected Poemsy, kyau yBiiiiuim Bci monepeaHi 30ipku B 3B0-
POTHOMY XPOHOJIOTTYHOMY TIOPSIKY.

Piuapn BinGep — oxuH i3 HallOLIbII SICKpABUX MPEACTABHUKIB aKaJeMIiYHOTO
KaHOHY Toe3il. BiH HaIe)KUTh 10 Tak 3BaHUX «YHIBEPCHUTETCHKUX MOETiB». Taka moe-
311 XapakTepu3yeThes (PUIOCO(PCHKOIO CIIPSIMOBAHICTIO, IHTEIEKTYalli3MOM, IHTEpTe-
KCTYaJIbHICTIO, BUKOPUCTAHHSAM TeM Ta 00pasiB, M0 TPAJIHUIIIIHO HE MISITaloTh XYy-
JIO’KHBOMY BiOOpaKeHHI0. TBOPYICTh «YHIBEPCUTETCHKUX MOETIB» Opi€HTOBaHA Ha
HasIBHICTh YMTa4a TJIMOOKOI epynullii, 0e3 Oyab-sIKHX MONPaBOK HAa CMaKW Ta iHTe-
pecH MMpOKOI MyOITiKH.

[HTEepTeKCTyaNIbHICTh MMPOXOAUTH CKPI3HUM €JIEMEHTOM Yepe3 OUIbIIICTh HOro
BipmmiB. MOXHa MPOCTEXHUTH 3B'SI30K 3ar0JIOBKIB HOTO TBOPIB 13 TBOPUICTIO iHIIMX
noetiB. 3aroyioBok Bipma « A World Without Objects is a Sensible Emptinessy siBisie
co00r0 muTaty 3 moesii aHrmicEKoro MerapizmgHoro moera Tomaca Tpaepua. Bin-
Oep HacJiye 00pa3HicTh Ta pUMY, THITOBY JUIs BipiuiB TpaepHa, siki Oy CTBOpEHi B
ciMHasiToMy ctouitTi. LleHTpansHa meradopa Bipina «camels of the spirit», siki 3a-

© K. |. Bepewak, 2018



JMINAIOTH 0a3iC YIS MOUIYKY MyCTedi, TIePeKIMKAEThCSl 3 OCHOBHOK KOHLEIIIIE Bi-
puriB Tpaepra mocTiiiHOTO MoIIyKy «sensible emptiness». ITycTens TpaguiiiHo € Mi-
cieM, /e acKeT mparHe 3Haité bora i cam 06pa3 ana, cyxe micte 6e3 Bogu. Ha mpo-
THUBOBAary BHCTYIA€e 0a3ic — MiICIe BIIHOBJICHHS, IIUIb MaHJpPIBHHKA B IyCTell, aje
BOJHOYAC 1 MICIIE CITOKYCH.

Haza Bipma «The Eye» mae mocmmanns no Cesaroi Jliocii, moKpoBUTENbKH
ciinux, siky 3ragyBaB Jlante Anirepiy cBoiil «boxxecTBeHHii komenii». Y TBopi Bin-
Oepa BOHa BHCTYIA€ OJHNM 3 TOJIOBHHX 00pa3iB, BKIMBHX IS IIepejadi OCHOBHOT'O
CEHCY.

[Ie omHUM BaXXIMBUM IHTEPTEKCTYaIbHUM €IEMEHTOM Y TBOopUoCTi Binbepa €
enirpad. Iloer BukopucToBye mUTATH 3 (HPAHIY3bKOI, AMEPUKAHCHKOT, aHTJIIHCHKOT
JiTeparypu, HayKOBHX Tparp ado x biomil. ¥V Bipmr «Junk» HasgBHa nuTata 3 aHTIIO-
cakcoHCBhKOT moemu « Walderey», sika BUKOHY€E HE BJIacHE iHPOpMATUBHY (DYHKIIO, a
BHU3HAYAJbHY, HAJAMITOBYIOUH CTIJICTHYHHUHA JIaX Ta KOMIO3UIHY (GopMy BipIma.
Bipmr «A Christmas Hymn» mae enirpad, B3situit 3 biouii, gepe3 siky motiM aBTop
CIIOHYKae YuTadya Ha MOJajblle PO3yMiHHs #oro Bipma. Yacriime 3a Bce 3ycTpida-
10Thest enirpadu 3 ¢paHiy3pkoi Ta iramiicskoi Jireparypu (« The Terrace» (ILlapmis
bonnep), «Complainty (Mapcimio ®igino), «Lamarck Elaborated» (Jlamapk),
«Rillons, Rillettes» (Augpe CimoH).

[lopyu 3 nuTatamMu Ta PEMIHICIICHI[IIMHY, [0 BIICHJIAIOTh YATA4Ya 10 HAYKOBUX
Teopii abo TBOPIB IHIMX aBTOPIB, y Moe3iix Bimbepa TpamiseTbes BenmuKa KUTbKICTh
HeBepOabHUX allto3iid, TOOTO IHTepMeiaNbHICTh. Tak, )KUBOIMC BU3HAYAE XapaKTep
IHTEJIEKTYyaIbHOTO Hadajia y Oirarbox Horo TBopax. Bipm « Five Women Bathing in
Moonlight» — € Tpanckpunrtom nosiotHa [likacco. ¥ Bipii BitOyBa€eTbcs XapakTepHe
JUISL TBOPYOTO METOJIy XyJOXHHKa PO3YMHEHHS 00pa3iB KyNalbHHUIb B aOCTPAKTHY
¢opmy i mani — npocto B Kouip. TBip «Giacometti» HanpsiMy NPHUPIBHIOE JFOJCH 10
CKYJIBIITYp, CTBOPEHHUX BHJATHUM ITAIHCHKUM XYJI0KHUKOM 1 CKYJIbITOPOM AJb0e-
pro JIxakomerTi. Y crpo0i cuHTe3y pi3HUX BHIIB MUCTELTBA, SIKi paHile Habarato
OUIBIIO0 MIPOIO 3AIMINAIKMCS 3aMKHYTHMH MEKaMHu BJacHOi cneuudiaHoi cdepwu,
TIOJISITa€ TOJIOBHA pHca moesii Binbepa — yHiBepcamizm.

[aTenexTyansHa nipruka Piaapna Binbepa mo3naueHa Takox MIMPOKUM BUKOP H-
CTaHHAM 00pa3iB JaBHHOTPELBKOI Ta 0i0MiifHOT MihoIIOTil, IO TTOSCHIOETHCS HATIP SI-
MOM €CTETHYHHX HOMIYKiB rmoeTa. « Mi aJ1st HhOTO € JKepesioM 3HaHb PO JOACHKY
npupony. IHTenexkryanbHi noesii Bindepa, B sKuX BiH BUKOPHCTOBYE Oi0iiHI ao3ii,

PIBHOMAHITHI 32 XYJI0KHBOIO CTPYKTYpPOIO Ta 00pa3HicTro. Lle i €BaHreNmbChKi CIOXK e-



TH 1 CTapO3aBiTHI IEpeKa3y MPO CTBOPEHHS CBiTy» [2,12]. HapiBHi 3 amoxpudiaHuME
TBOpaMH, KOHIeHIAILHUMU Tiepiopkepeny («Peter»), B sikux 30epiracthest Mictie il
Iynes, yac (o9aToK mepIoro cTOpiddst), TOJIOBHI nepcoHaxi Tix moxii (Icyc, amoc-
Tonm), Binbep 3BepraeThest 1 10 MihoTBOpUOCTi. BiH iHTEpTIpeTye naBHi Midosoriani
CIOXeTH, TpachopMyrouH iX B cydacHy mionmHy. Cam Icyc abo armocTonm B Takmx
BIpIIax BKe HE € AIOBUMH oco0OamH, 3are JIPUIHMI T'epoii 3a TOTIOMOT0I0 TTEBHUX
CUTYaTHBHHX aJt031il 1 CUMBOJIIB MPOEKTYEThCs HAa 00pa3 Mecii 4u Horo y4HiB ( Bip-
mi « Water Walker», «Christmas Hymny). L{i TBopu IpyHTYIOTBCS Ha MIPHUHIIMII Me-
TaTeKCTyallbHOCTI — 010JIiiHI 00pa3y 1MOAAI0ThCs B CyYacHil TPAKTOBI, BilOYBa€Th-
¢ TXHS MOoTudIKaIis.

[Toyarok TBOPUOI AISIBHOCTI MOETA MPHIAAAE Ha KiHelb 40-X pOKIB — MEPio,
KOJIM Ha 3MiHy (OPMATICTHYHIA TpaauIii iae ekcrepuMeHTanbHa moesit. «Omaak
BinGep npotsirom yciel cBO€i TBOPUOI MiSITIBHOCTI BilJlae IepeBary KIaCHIHOMY Bip-
nry. bimemiicTe #ioro BipImiB HammcaHi B METpHYHIHA (opMi, B HUX TPUCYTHS pPU-
Ma»[3,165]. [HOAi moeT B SIKOCTI eKCTIEPUMEHTY BUKOPHCTOBYE B CBOIX BIpIIaX Bep-
JOp. AJie HaBITh 1 B BEpJiOp BiH YKPAIUTIOE pUMY.

SIxmo B paHHIX TBOpax Binbep «OuTbIIy 4acTHHY CBOET yBaru MpuIUIIE «3eM-
HOMY», B HOI'O TEKCTax MepeBakaroTh 00pa3u NPUPOIH, TO 3 YACOM aKIEHTH 3MIlly-
I0TbCsI. Y HOTro HOBHUX 30ipKax 3'sBIISTIOTHCS BIpIll, IPUCBSYCHI IPY35M, OJIH3BKUM,
BUJATHUM ICTOpUYIHUM Hissdam. [Ipu 1iboMy, SIKIIO BiH MHUIIIE PO «3EMHE», TO HABITh
POCIMHH Terep YK€ HamUIIe JIFOACHKAM XapaKTepoM, TyMKaMmu, mpobieMamm» [4,
304].

Ha3Bu TBapuH 4acTo 3yCTpidaloThCs B 3arosioBkax 10 Horo tBopis («Still, Citi-
zen Sparrow», «The Death of a Toad», «All These Birds», «Grasshopper»), i HaBiTh
JIeIKMX TBOpax, siki BiH mnepekianaB («A Prayer to Go to Paradise with the
Donkeys»). Lli 3Bipi Oy BuOpani, TOMy II0 BOHH € CaMe TUM KJIIOYOM ISl PO3Y-
MIHHS JIFOJICBKOTO ICHYBaHHsI, TPariuHOCTI Ta HEOOXiHOCTI cMepTi. [t 1boro BiH
BuKopucToBye Meradopu « Grasshopper urge», «no flower swayed its head», «the
wind shrank awayy, «crickets resumed their chimesy Ta OpiBHAHHS «he (toad) lies
as if he would return to stoney, «peace like a plaguey.

OxHUM 13 IPOBITHHUX TBapMHHHUX 00pasiB y mipuni Piuapna Binbepa e mrumi.
Ioe3is HamoBHEHA MeTaopaMu, emiTeTaMy Ta MOPIBHIHHAMU, OB’ I3aHIMH 3 TITa-
xamu: «turkey-cock parade», «the song of doves begot the ear», «hawk or heavenly
lark or heard-of our nightingale, perform upon the kitestrings of our sighty», «dazed
starling».



Ioesis Binbepa 3pinoro nepiogy tBopuocTti — 1970- 1980 pp. — crae meHm
JIOTMaTHYHO0, «YHCTOTA CTHIIIO» MOCTYNAETHCS MICIIEM EKJIEKTHYHOCTI: HapiBHI 3
TpaguIitHIMHU GopMaMu (PIMOBAaHMM YOTHPHUBIPIIIEM, COHETOM, 0anamoro) K eKc-
MepUMEeHT ToeT BuKopucToBye BepuniOp (Bipmn «The Mind-reader», «Walking into
Sleep»), xokky («Thyme flowering Among Rocks», «Alatusy), aHTI0CaKCOHCHKHUI
anirepaniitnnii Bipmr ( «The Lilacs», «Junk»). Bin ctBepmxkye: « Sk moer s quBirocs
Ha PEBOJIIOLI0 B TOe3il Ha MOYarKy CTOJITTS OYMMa HalllaJKa, BISYHOrO 3a BCE
OTpPUMAHE. .. OJTHAK 5 HE BU3HAIO HIIKMX 00MeKeHb ur 3a00pOH, a00 BITMOBH Bill 40-
ro 6 To He OyIo 3apaau YUCTOTH MHUCTelTBay |1, 283].

Ionameme nmocmimkenHs moesii Piuapna Bimbepa Moke OyTu HarieHe Ha
OuIbII JeTalbHE BUBUCHHS JIHMBOCTHIIICTUYHOTO ACIMEKTY: CHEUU(IKM CHHTAKCUCY
Ta pUTMIYHOT OpTaHi3aIllii.

BIBJIIOT'PA®IYHI ITOCUITAHHSA:

1.Yunbep P. O moeit pabore//[lucaremn CHIA o mmreparype: Ilep.c anrm. — M.:
IIporpecc, 1982. — C. 282-286
2. €pko O. K. Temaruka i Xya0xHi ocodmmBocTi noesii Piuapna Yindepa: /aBroped.
JIMC. Ha 3100yTTS HAyK. CTyneHs kaHxa. ¢ur. Hayk : cren. 10.01.04 «Jlireparypa 3apy-
ovkaux kpaim» / O. K. €pko. — Juinpornerposcrk, 2002. — 16 ¢.
3. Edgecombe R. A. Readers Guide to the Poetry of Richard Wilbur/ R. A.
Edgecombe. — Albama:The University of Alabama Press, 1995. — 227p.
4. Hill W. Richard Wilbur / W. Hill. — N. Y.: Twayne Publishers, 1967. — 354p.
5. Wilbur R. P. New and Collected Poems. Harvest book / R. P. Wilbur. — Harcout
Brace Jovanovich, 1989. — 393p.

K. C.Tapmam, I. B. Hlumkina

CTWIICTAYHA CBOEPIIHICTh IOETUYHOI TBOPUOCTI
UK. B. POUECTEPA

Anrmiiiceka sirepatypa XVII cTomiTrs — 11e TBOpYe HanbaHHs, sike chopMyBa-
JIOCH TiJ BIDIUBOM OYPXJIMBUX PEBOJIOIIHHUX Ta peOpMAaIiifHAX MO, SKi TaK IH
TaK BIUIMHYJIM Ha JITEpaTOpiB TUX YacCiB Ta 3HAWIILIA CBOE BITOOpPaKEHHS B IXHIX
TBOpax. 3a3BHUail BelMKa yBara 3 00Ky JOCTITHHUKIB MPUALIACE TOJOBHAM TIEPC O-
HaJIsIM TOTOYacHOI JliTteparypH, TakuM sk JHkoH MuTbTOH Ta HOro HalOUIBII 3HAY Y-

momy TBopy «Brpadenuii pait». [Ipote ii 1oci 3aMIaeTbcsi MaOBUBUEHOIO TBO -

© I'appmam K. C., lllnukina 1. B, 2018
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4iCTh MCHIII BITOMUX aBTOPIB, 6€3 IKHX HEMOKIIUBO 0YyJI0 O CKIIACTH IMOBHOIIHHUH Ta
TOYHHUH 00pa3 Tiel JliTepaTypHOI CMOXH.

Came B IbOMY KOHTEKCTi BKJIMBO TMPUIUIATH YBary TAKUM OCOOUCTOCTSM, SIK
Jxon BinmoT Podectep — iM’s1, 10 HEIaBHBOTO Yacy 3HAHOME JIUIIE Y BY3bKOMY KOJi
CIICIIATICTIB 3 aHTIichKOI JiTeparypu. BiH OyB MaiicTpoM caTtupu Ta JErKoi Mpo3H,
HOBaTOPOM JITOOOBHOI Ta (iToco(ChKOT JTPUKH, TPEICTABHUKOM CMUTMBOT Tedii «Ii-
OepTUHIBMY», 200 «TOEPTUHAXKY», sIKa KUHYJIA BUKIUK MPOTH 3arajibHOTPUIHSITAX
MOpaIbHUX, PpENrifHNX Ta colialbHUX HOpM. Ha JymKy Bimomoro moera-
Metadiduka, cydacHuka BimvoTa, J[rxona O6pi, «rpad Pouectep OyB €1MHOTO JIFOTU-
HOTO B AHTJII, B IKOTO OYB cripaBykHiii xuct g0 Cartupm» [1]. Ta HaBiTh HE3BAKAIOTH
Ha Te, 1o rpad MaB QypHY CJIaBy JIIOOMTENS TYJIbOM Ta HE3YHCICHHX JIHOO OBHHX
3B’ sI3KiB, 8 3HAYHA YaCTHHA HOTO TBOPIB OyIa BEMbMH HEMPUCTOWHOTO 3MICTY, BCE K
Oy J1esiKi TBOPH, IO CTAIM HellepeBepIIEHMMH 3pa3kaMi OPHTIHAIBHOI CaTupH Ta
JIPWYHUX BipIIiB.

Ioernmuna cBoe€pinHICTE TBOpYOro mopoOky JI. Bimvora Oe3mocepemnHbo
MOB’s13aHa 3 TaKOI0 (PUIOCOPCHKOI0 Ta MOPAIBHOIO KATErOpI€ero, SIK «JI0EPTUHIBZMY,
SKWH 3HAWIIOB Ha aHTJIMCHKOMY IPYyHTI cnenudiuHy (GopMy Mg Ha3BOIO «JIOTET-
HicTb». Y npyriid nosouHi XVII cT. 3Ha4eHHS LOTO CJIOBA NPUHHSIO BUPAKECHUN
aHTHOYpIKya3HUH xapakTep. «loTemHicTb» (aHII. «Wit») cTalla CHHOHIMOM Oe3Typ-
OOTHOTO )KUTTS, MPUCBIYEHOTO 3a0aBaM, TyJsTHKaM Ta po3Baram. Llel criocio sxkutTs
MIPUHATIIOBCS 0 CMaKy TorodacHoMy Kopoumo Kapuy 11, 3 sxum micist pecTaBpartii 10
Anrutii IOBEepHYBCsI MOHapXi4HUI ycTpiil. Bin OyB BioMuil SIK «BECENMi KOPOJIb
(The Merry King), a iioro ¢aBoputamu cTajam MOJIOJII ICKaIEHTChKI MOETH, Ha3BaHI
«Becenoro 6anmoro» (Merry gang), cepen skux Buausumck cep Y. Cinni, rpad Hop-
cer (4. CekBin) Ta, 3BicHO, rpad PouecTep, Ipo KO0 Ka3alu K Mpo «OAHOTO 3 Ha M-
KpacuBilMX Jitosieil B AHrui ... Bin OyB qyke MOMyJSIpHUMA SK cepel )KIHOK, TaK i
YOJIOBIKIB, Y TOMY YHCJI B Koposist» [4, 51].

Po3B’s13Ha Ta po3mycHa nmoBeainka «Becenoi 6aHan» 4acTo pO3TILAAETHCS K
peakilisi Ha TPOMaJITHCHKY BiifHY Ta IepioJi BUTHAHHS. Y MepioJI MOBAJCHHSI MOHAPXIl
BJIAy 3aXONWIN ITypUTAHH, SKi OYJIM HACTUTBKK CYBOPI Ta pO3THIBaHI Ha MPHOIMIKe-
HHX JI0 MOHapXIYHUX KUI, 1[0 3aKpUBAJIM TeaTpH Ta BBOAMIN 3a00pPOHY Ha TaKi Tp a-
JUIIIAHI po3Bard apucTOKpaTii, K TaHii. Catupa cTana OCHOBHAM XYIOXHIM 3acO0-
60M y moe3ii «JOTeIHHKIB» ; BOHM BUCMIIOBAJIN yce, 1110 OyJIo OB’ s13aHo 3 OypiKyasi-

€10, B TOMY YHMCJII  T1 ineany Ta HOpMH MOPalIbHOT MOBEAIHKH [S].
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OnHuM 3 HaBHIATHIIMX CaTUPUYHMX TBOPIB rpada Pouectepa € moema « A
Satyr Against Reason and Mankind» (1675), B sikiii y pi3kiii Gopmi 3acyKyeTbCs
TIOJITHKA ONITHMI3MY Ta paIlioHaTi3My, ITi TAaCJIOM SKHX [IPABUB PECTaBPOBAHUI MO-
Hapx Kapu II. CxuibHICTB MoeTa 10 CKeNTUIM3MY 3MYIIy€e HOTO CYMHIBAaTHCS B TO-
My, 91 MOK€ MOPaJlb KePyBaTH MPABMIHHOIO TIOBEIIHKOIO JIOACH. SIKIIO TpaauiiiHi
MOpaJIbHI Ta peiriiHi 0OMeKeHHs MPOSBISIIOTECS B HenoBasi, Podectep moxiasa-
€ThCsI JIMIIE HA YyTTEBE 3a0BoJIeHHs [2, 70-76]. Hemunyde Horo Bipii BinoOpaxa-
I0Th HEBIOBOJICHHSI ITOETa TaKUM J0cBinoM. 11010 cTrIiCTHYHOTO aHal3y TOeMH, TO
i1 caTUpUYHUI MOTHB MPOSIBISETHCS HA JIEKUTBKOX PIBHSIX.

[Mo-meprre, moemMa BinmoBinae OCHOBHINA (YHKIII CAaTHPUIHHUX TBOPIB: BUKPUT-
TSl HCTaTMBHUX TaHCOHMX SIBUIIL Ta IEMOHCTpAIlisl 00YpPEHHS IIIIXOM iXHBOT'0 300p a-
JKEHHS yepe3 KoMiuHy mpusMmy. Catupa PodecTtepa HaJeXuTh 10 TOTO THILY, SKUH
noOyZ0BaHNH Ha TPOTECKHIN rinepOoizaliii, o MepeTBOPIOE peasibHy AIHCHICTh Ha
(harTacTKy. Y IbOMY BHITQAKY, PodecTep BUKOpHUCTAB 00pa3u TBAPHH, TIOPIBHIOIOUH
X 3 JMOABMH, Ta 3HEI[IHIOIOYM OCTAHHIO CJIOBaMH, SIKUMH 3alleBHIOE YHATAYa, 110 BiH
Ou OyB Kpallle KUMOCh 13 TBApHUH:

Were I (who to my cost already am

One of those strange, prodigious 1 Creatures, ban)

A Spirit free to choose, for my own share

What Case of Flesh and Blood I pleased to wear,

I'd be a Dog, a Monkey, or a Bear,

Or anything but that vain Animal,

Who is so proud of being rational [3, 118].

TakoK MOET 3aCTOCOBYE BEIMKY KUTBKICTh aJICTOPHYHUX 00pa3iB Ta MeTadopy,
(hopMyBaHHS K0T OB’ A3aHE I1Ie i 3 CHHTAKCUCOM (HaIIpUKIIaJ], HABMHCHE OITYILCHHS
MOCTIHHOTO TIOBTOPCHHS MIJIMETY):

Whilst the misguided follower climbs with pain

Mountains of whimseys, heaped in his own brain,

Stumbling from thought to thought, falls headlong down

Into doubt's boundless sea where, like to drown,

Books bear him up awhile, and make him try

To swim with bladders of Philosophy [3, 119].

IIle omHiErO OCOOMBICTIO IOEMHU, sIKa 3a0X0YYE IO PO3AYMIB Ta JUCKYCIH, €
npobnema inenTudikaiii 00pasy aBropa. «Cartupa po3yMmy U JIOJSTHOCTD B TPAIHILi-
X CaTHPUYHOTO Madocy MICTUTH BEIHKY KUIBKICTh aBTOPCHKHX BIACTYINB Ta BUKO-
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pucTaHHS 3aiiMeHHUKIB «I», «me», «mine». Yepes3 BiICYTHICTP KOHKPETHKH, HE J10
KIHIIS SICHUM €, BT JIAISI KOTO TMOET 3BEPTAETHCS 10 YMTa4iB (BiI caMOro cede uu Bin
3i0paHoro 06pasy mbepTHHIB Ta BCIX HEBAOBOJICHNX). PaMku 00pa3y € T0CUTh po3-
MHUTHMH, TOMY IX MOXXHa IHTEpIPETYyBaTH MO-Pi3HOMY, KOKEH pa3 3HaxXOJsUd HOBI
MOTHBH B aBTOPCHKHX BiICTYyIIax:

Thus, whilst against false reasoning I inveigh,

1 own right reason, which I would obey [3, 121].

3arasnom, 3a 3By4aHHSIM Ta CTPYKTYPOIO IIeH TBIp MOKHA OXapaKTEepU3yBaTH SIK
repoiuHy Moemy, Ha SIKy BKa3yIOTh HOTO SMOIYHE BIpIIyBaHHS, APaMaTHYHICTh Ta
eniuHicT. Podectep OyB MaiicTpoMm capka3My HE JIHIIE Ha MOJITHIHO-COIIIaTbHI Te-
MW, ajie i HaBiTh JIOOOBHA JIpHKa OyJia CTIOBHEHA 3aC00aMK KOMIYHOTO, & TEMHU TBO-
piB BimnoBimamu TpamwmisiM mideptuHizMy. Hampukian, moema « A Dialogue between
Strephon and Daphney, y sikiif 300paxxeHe TUTIOBE JJIST MOJIOJTi CIMHAIIIITOTO CTOJIT-
TS CTaBJICHHS 10 KoxaHHA. TBepmkeHHs CtpedoHa mpo 10008 CIOBHEH] IIMHIZMOM,
a 3BEPHEHHS /10 KOJMIIHHOI KOXaHKH BUPI3HSIOTHCS )KOPCTOKICTIO Ta )KEHOHEHABH C-
HULTBOM. BiH He TUIbKM HacMiXaeTbcst HaJl 11 TIHICTIO HUBIXOM mpuHKeHb (‘ fond
Fool, give o’re’), ane it ToBOpHUTH, 110 iXHE KOXaHHS OyJI0 JIMIIE TUTAYO0I0 320aBOI0,
BUCMIIOE caMy CyTh KOXaHHs 210 Hel. [poHiuHicTs nopiHsHb (Love — Boys, Hearts —
Toys) Ta MeTaop AOMOMArarOTh CTBOPUTH CATHPUIHHUN HACTPIH Y Il 10 eMi:

Love, like other little Boys,

Cries for Hearts, as they for Toys:

Which, when gain’d. in Childish Play,

Wantonly are thrown away [6].

[Ipote Pouectep He OyB OU CIIAaBHO3BICHUM «JOTCHUKOMY Ta T'YIIBBICOFO ITe-
piony PecraBpaitii, skOu He 3p0OUB peBepCYBaHHs Ta MOBHY 3MiHY 3arajbHOTO Ha-
CTPOIO HAIPHKIHII [TOEMH 32 JIOTIOMOT0t0 poMoBH [ladHu, 10 po3KpuIia ycro mio-
MHY 00MaHy B TXHIX BITHOCHHAX:

Silly Swain, I'll have you know,

‘Twas my practice long ago:

Whilst you Vainly thought me true,

Iwas false in scorn of you.

By my Tears, my Heart’s disguise,

1 thy Love and thee despise.

Woman-kind more Joy discovers

Making Fools, than keeping Lovers [6].
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TakuM HecmogiBaHUM KiHIeM PodecTep y TpaauIlisax JiOepTHHIZMY TpaBcs HE
JIMIIE 3 MMOYYTTSAMH U TITHICTIO FOJIOBHUX I'ePOIB ITOCMH, ajie i 3 CUMIIATIE0 YUTAYIB
IIo TepoiB, ocobmmBo no Japan. Koxanas — e, Hacammepen, 3a0BOJICHHS, 1 B pa3i
BIICYTHOCTI OCTaHHBOTO 3’ SIBJISIETHCS [IMHIYHE CTaBJICHHS /10 repioro. Lle Bkasye Ha
TeOHICTUYHI IPOSIBH OCOOMCTOCTI CAMOTO aBTOpa Ta IOT0 CBITOCTIPUITHATTS.

OTxe, HATPUKIHIT MOKHA CKa3aTH PO Te, M0 TBOpUHit nopobok JI. B. Pouec-
Tepa (GopMyBaBCs MiA BIUIMBOM COILUOKYJIBTYPHHX 3MIiH y ApYriid mojoBuHi 17-ro
CTOJITTSI, SIKi C(OPMYBaIN 3 MOJIOJMX APUCTOKPATIB MPE/ICTABHUKIB aHTIIHCHKOTO
TMOepTUHI3MY, 03HAKOIO SIKOTO CTajla «JIOTENHICThY y TBopax. Lleit moTuB Pouectep
PO3KpHBaB 3a JOTIOMOTOI0 CAaTHUPH, B SKiil MOEIHYBAB K KJIACHYHI IPUAOMH (ajero-
pii, Meradopu, madoc), Tak i OpUTiHAIBLHI JIJIs1 CBOTO MEPIoJy TeI0HICTUYHI Ta J1ibep-
THHCHKI MOTHBH (IIMHI3M CTOCOBHO TE€MH KOXaHHS, MPSIMOIIHIAHICT Ta YiTKy ajp e-
COBAHICTh), SIKi, 3aB/ISIKM OPHUTIHATIbHINA BiIBEPTOCTI B HOT'O MOETHYHHUX TEKCTaX, BU-
nimsum Podectepa 3-moMbK IHIIMX TPEACTaBHUKIB moe3ii emoxu PectaBpaitii.
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5. Summers C., Pebworth T.L. The Wit of Seventeenth-century Poetry / ed. Claude J.
Summers, Ted-Larry Pebworth. - Columbia: University of Missouri Press, 1994. —
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H. C. I'Bo3nakosa, B. I1. I'afimap
MOBHOCTWIICTUYHI OCOBJIMBOCTI HOETUYHOI'O JOPOBKY
IBOH BOJIAHJ «THE HARBOUR»

VY crarti pobuthCsl crpoba oxapakTepu3yBaTH CTHIICTUYHI MTPUHAOMHU CTBO-

peHHst 06Pa3HOCTI Ha OCHOBI MOETHYHOTO 10po6Ky IBoH Bomann « The Harboury.”

1 H.C.rsosgakosa, B.MN.rapgap
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XyHOXKHill TEKCT — 1Ie BTUICHUH Y XyIT0XKHii (hopMi pparMeHT KOHIEITYaTbHOT
KapTHHU CBITY aBTOPa, BiOOpa)KeHUI HUM 3 TIO3HIIIH MIEBHOTO €CTETUYHOTO il eay.
3MICT JiTepaTypHOTO TBOPY BimoOpa’kae aBTOPCHKY KapTHUHY CBITY, TICBHY CHCTEMY
JIyXOBHUX IIHHOCTEH MUCHMCHHUKA, HOTO OIHKY HificHOCTI. [[f0 kapTuHy MOXXHa
OCSTHYTHU Yepe3 CHCTeMy OCOOJIMBHX MOBHHX 1 HEMOBHHUX 3aC00iB 1 IPHITOMIB, a Ta-
KO 4epe3 KOMITO3HITIFo TeKeTy [1, 56].

TBopuicTh cydacHOi ipsianachkoi noerecu IBoH bonana mocTymnoBo novuHae
NPUBEPTATH YBary JOCIITHUKIB Ta KPUTHKIB. ¥ CBOiX TBOpax BOHA 3aBXK/IHU IPHUBEP-
Ta€ yBary 10 60pOTHOM 3a MOJHTMYHE Ta COIANbHE KHUTTS CBOTO HApO.y. i mparri
moOynoBaHi Ha IPIAHICHKIN HAIOHAIBHINA IMEHTUYHOCTI, a TaKOXX POJIi )KIHOK B ic-
topil Ipnanaii. [Bon Bonang — ogHa 3 THX, XTO MaB MOXJIMBICTH BiI4yTH Ha coO0i
BIUIMB TOJITHYHUX Ta COMIATbHUX YTHCKIB CBOTO YaCy .

VY mmpiomy ceHci, Ik CTBEPKYIOTh KDUTHKH, TIOSTHYHUHA PO3BUTOK bonana
BimoOpaxxae mpaMaTH4HI MOJITUYHI Ta KyJAbTypHI 3pymeHHs B Ipiannii 3a ocTaHHI
KUTbKa JIECSITUIITh. Y CBOIX TpalsiX aBTOpKa HEOJHOPA30BO BUCBITIIOE TEMY BiTUy-
JKCHHsI Ta BUIHAHHSI CBOTO HapoAy. Jleski KpUTHKU MIAKPECIOITh 1i KUBOMHCHY
CBITOMICTB, i1 TOCTpe MOYYTTS MOETUYHOI €TWKU Ta BHKOPHCTAHHS KOHKPETHOI'O
NPUKIANY JUis 300pakeHHs] 3a0yTUX Ta MPUXOBAaHUX ICTOPIH B ipJaHICbKOMY MH-
HynoMy. Jleski KpUTUKYIOTh i1 3a CyBOpHUH (DEeMIHICTHYHUIH MOTILIT B CBOIX BipIIax,
CTBEP/IKYIOUH, IIO 1€ MIHIMBYE 1i poOOTY Ta {1 BHECOK Y Cy4acHy IpJIaHACHKY I10-
e3ifo. [Hmi cTepeoTH3yroTh ii BipIi Ta 3BUHYBAUyIOTh Y Miosori3artii BIT9u3HAHOT
noesii.

Ioesis IBon Bomann nmpomoHye HaM YHIKATHHUI MOTJIA HA CBIT, B IKOMY MU
JKMBEMO. [cTOpHYHO XIHKM B IpJIaHACHKIH JiTeparypi Oy abo 3aTbMapeHi, abo ime-
anmizoBani. [i Bipuii mparHyTh 3MiHUTH Lie. Pe3ynbTar — cyuacHuit i skiHoumit rosoc,
SAKHH 3MYIIyE YWTa4a CTaBUTH Ml CYMHIB BiTHOCHHHM 3 MHHYJIUM 1 HEPEOIHUTH
yIepeKeHi ysBICHHs Mpo moe3iro. Jlyke 4acTo BOHA «IEPEBOAMTHLY» IMOE3i0 3 11
OUTPII TPAAMIIIHHOTO HAJAIITYBAHHA IO CYYaCHOTO MICBKOTO JaHAImA(TYy, SKHN
HaOLUIbIIe 3HAOMUIT unTayesi [8, 123].

Komn IBon bomann mmcama Bipm «7he Harboury, BoHa mucana mpo Ko-
JIOHIF0. 3aroJIOBOK BipIia BimoOpaxkae ycro ineto HammcaHoro « The Harboury «I a-
sanbvy. Leit Bipmn HaNeXUTh 10 30ipkn « KoJIoHis Ta OCTaHHS 3eMIIS».

«The Harboury, sixaToni HazuBasacst KiHrcToH 3a OpuTaHCHKUMHY IPABHIIAMH,

Oyna OyKBaJbHO  «JIaHOIO KOJIOHIEIO», Ha sIKiii Oyju COJIaTH TapHI3OHY, SIKI
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MPUHATIDIA Ha CBOi KOpalJIi Ta e KOJIMCh KopoJieBa BikTopis 3iilicHUIa HepKaBHUI
BBUT no Jlyomina. Ile Oyno BaXIMBO I COJIIATIB, MPABUTEIIB, BCIX IUX JIFOICH,
kosoHii Ipmananii. Omxe, « The Harbour» 6yna nyxe CHIbHIM eMOJIeMaTHYHUM Oa-
YEHHSIM IIbOTO pyXy emirparii mmoxaei. | B kiHIji, 1i BiquyTTss OyTH TpOMaIsHUHOM
1i€el cepii cynepedyHocTel, TPOMaTHIH KOJIOHIl, 8 TAKOXK TIi€I0, XTO HAMAraeThCs J10-
KyMEHTYBaTH JIesiKi crtoco0wu, siki 300paxye uepe3 iponito. bosana Mae Ha yBasi, o
HEMOJKJIMBO, MO0 TOW, XTO HapoAuBcs B MicTi JyOuiH, Oepydu CBOIO IpJIaHACHKY
ITeHTHYHICTh, HE MII' YHUKHYTH TOTO (akTy, mo «Harbour» xomice HazuBanacs Kin-
rcTayH, a moTiM ctaia Jlammipi. Lle iM'st Ha3uBae 3MiHY CUTHAIIB {ICHTHYHOCTI, 3Mi-
HUBIIH I[i CHTHAJIHA PO HECTAOUTbHICTh BHYTPIIIHBOTO CBITY iCTOPii KpaiHH, Ky KO-
JIMCh TIPEJCTABISUIN 1[I HEMPUBAOJIMBI 30BHIIIHI CBITH KaMEHIO, TIEPJIMHU Ta KopadJie-
OymyBaHHS, sIKa CIyT'yBajia TaBaHHIO 1 KA B TOW Yac MOTJIA MOE€THYBATH [pianiro 3
HIIMMA  KpaiHaMH.

3 mepumx psAAKiB nepmoi ctpodu IBor bomann HiOM 3aHyproe unTada y atMmo-
chepy Bipia, BUKOPUCTOBYIOUH XyI0KHI 3aC00M, HIOM ToTIOMarae oMy HaMaTiOB a-
TH L0 «KapTUHY» nepen ounma: «And holds the sea behind its barriery «less than
five miles from my house» «I 3Hax00umMbCcst MOpe 3a 11020 MENCEHy «MEHU HINC 3d
n'sme Muib 6i0 mMozo Oyounky». BukopuctoBytoun anadopy, aBTOpKa NPUBEPTAE
yBary 1o reorpadigHOTO pO3MIIICHHS Ta Ha3BU MICIl, € MPOXOIWIH Tonii: «And
called Kingstown and afterwards Dun Laoghaire» «And holds the sea behind its
barriery «Ta naseanuu Kinecmayn ma nomim /Jan Jlicep» «Ta mae mope 3a me-
JHceron.

Bonana acorritoe KoJI0HBaTOPIB 3 IMOBIPHO JOBrOBIYHUMH PEANIIMA — TPAHIT
Ta cTajb, Jie ipJIaH/Il BUTHAHI 31 CBOET 3eMil, € 00pa3oM BOAM B pBHHUX (popMax-
JIOLI, OKeaH Ta piku «and witnessed in granite and ugly bronze and gun-metaly «i
0Y6 CBIOKOM Y epanimi ma nomeopHitl OPOH3I ma Memaniy.

Taxox y TekcTi HasiBHI ajieropii, SKUMU aBTOPKa BMUIO BOJIOJIE 1 3aCTOCOBYE
IUIA TOTO, MO0 MPUXOBATH MACAKI SBWINA, MOAIl TN meBHUMH oOpasamu: « This
harbourwas made by art and forcey» «l{s caéanv 6yna cmeopena mucmeymeom i cu-
noioy» « They came and cut a shape out of oceany « Bonu nputiwnu i euxapoysaiu ¢ho-
pmy okearyy «signed in water and witnessed in granite and ugly bronze and gun -
metaly «nionucanuii y 600i i 6y8 c8iOKoM y epaHimi ma nomeopHiil Opon3i ma me-
maniy.
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3a JOMOMOror0 rpajalil BOHa TAIAHOBUTO CTBOPIOE HArHITaHHS, SKE MIACH-
JIFOE EMOLIIMHO-CMHUCJIOBY 3HAYUMICTD «the Irish Sea rising» «3pocmaioui xeuni ipaa-
HOCbKO20 MOPANY.

Bonann wyitHa 10 mpUpou CBOET KpalHH, @ TOMY BUKOPHCTOBYE B/l SIITETH
«the opulent horizon and obedient skies» «posxiwHuil copuzonm ma noxipHe Hebo»
«City of shadows and of the gradualy «Micmo mineii i nocmynogocmiy.

ABTOpKa HEOJHOPA30BO 3BEPTAEThCA N0 bora Ta 3akimkae HOro HOMOMOITH.
Le 300paxyeTbcs TTOBTOpaMHU, SIKi HasiBHI y Jedkux crpodax: «Lord be with us say
the makers of a nation» «l'ocnoou, 6yov 3 Hamu ma ckadxicu, Xmo meopyi Hayiiy.
«Lord look down say the builders of a harboury « I'ocnoou, noousucs 6nu3, ckaicu
xmo € 6yoienuxam easaniy [7, 171].

OTtxe, [Bon bomana mmpoxo BimoMa i maHoBaHa ipJIaHICHKa MOeTeca, sika BO-
JIOJTi€ cIIoco0aMu OaueHHs, paJUKaTbHIMHU Ta He3aJICKHUMMU,SIKI € 3HAKOM 11 BiMiH-
HOCTI sIK moeTa. Baromuii BB Ha nipuky [BoH bonmanzg cipasuna ictopis Ipmanmii,
sKa 1 € TOJOBHOIO TeMolo Bipiia. Y Bipmax IBon bonann € cydacHwmid i xiHOUHi T O-
JI0C, SIKAH 3MyIIy€e HAC CTABUTH MiJl CYMHIB Hallle CTaBJIECHHS J0 MHHYJIOTO 1 Iepeo-
IIHATH HaIlll YIepeKeHl YsBJICHHsI PO roe3ifo. Tako XapakTepHOI0 PHCOI0 I
noesii ipJIaH/ChKOT IIOETECH € Te, 1110 BCI KOPIHHI HOETUYHI MOHATTS 3HAXOATh y bo-
JIaH7 CBilf HEMOBTOPHUI HAIIOHATICTHIHAUN Ta ICTO PUIHUHN CCHC.

[log0 HamucaHHS BIPINIB, MOMITHOK PUCOIO € T, M0 MOCTHYHA TEXHIKA €
VHIKaJIbHOIO, SIKOTO Bosoxie cama [BoH bomann. Iloereca BUKOPUCTOBYE Pi3HI Xy 0-
JKHI 3aco0M Taki sIK enirery, Meradopu, ajeropii, rinepooim. OcoOIMBICTIO € Te, IO
y BipIIi HEMae PUMHU 1 11e poOUTH Horo Ok IikaBuM. L5 popma mopoprena mpar-
HEHHSIM PO3KPUTH ineto 6e3 rapHoi 000JIOHKH.
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0. €. I'pxuboBcrka, B. I1. [aiinap

MOBHOCTWIICTUYHI OCOBJIMBOCTI HOETHUYHOT'O JOPOBKY
IBOH BOJIAH/JI «THE WAR HORSE»»

VY crarti poOuThCs crpoba AaTH XapaKTepUCTUKY CTHIIICTUYHUM NpuiioMam
CTBOpPEHHS OOpAa3HOCTI Ha OCHOBI MOETHYHOTO AOpoOKy IBoH bomanm «The War
Horsey.

J XyJ0/KHBOTO CTHIIIO MOBH XapaKTepHa PO3Taly)keHa CUcTEMa 300paxallb-
HUX MOBHHUX 3ac00iB, Haa3BHYaiiHa PI3HOMAHITHICTh BUKOPHUCTAHHS CJIOBECHUX
3aco0iB y cnenudiuniii oOpasHo-ecternunid ¢ynkuii [1, 103]. Cnenndika MoBH
XyJOXKHBOTO TBOPY TBOPHJIACS IOCTYIOBO, OOIPYHTOBYBalACS y HU3LI KO HIICTILIIH.
HaiinasHiina 3 Hux BOavasa It 0COOJHMBICTh y TOMY, IO B MOBHIil TKaHHHI TBOPY €
00pasHi 3aco0u (Tpomnu i cTuimicTHaHi Qirypu). Po3rmsgaroun muTaHHS TPO MOBHY
00pasHicTh, Tpeba MaTH Ha yBa3i, 110 BOHA HAWIOBHIIIC BUSBILE ceOe y CII0BL Yci
MOBHI OJUHMII, B3a€MOJIIOYN B CHUCTEMI XyI0KHBOTO TBOPY, CTBOPIOIOTH Oararo-
TUTAHOBHUH 00pa3, KUl BIUTMBAE HA CBITOMICTB JIFOJUHH, 11 po3yM, mouyTts [1, 104].

IBon bomann — oxna 3 mepenoBux (iryp cydacHOI ipJaHACBhKOT Jiiteparypu.
Jlipyuna rimbuHa i 1MpicTh i1 Moe3ii y moeHaHHI 3 0COOIMBUM «KIHOYHMM ITOTJISI-
JIOM» Ha CBIT BM3Ha4a€ OCHOBHI PUCH TBOPYOi KOHIEMNLIi moerecu. bararo BipiuiB
IBon Bosanx mucana i BIDIMBOM peallbHUX CUTYALlii, CaMe OCMHUCIICHHS IMX 0TIl
Ta BTUICHHS y IOGTUYHUX psi/IKax 3a0e31euye npaBIuBICTh 300payKyBaHOTO Y TBOPI.

OcHoBHe nuTaHHs y Bipii « The War Horse» po3KpUTO HABKOJIO OTIO3HIIIl CH-
i Ta popmanpHOCTI. Bipur Oyno HammcaHo min yac mpoOieMHux yacis 1970-x pokis
B [pmanmii. KoHTeKCT IFOTO BipIla mMosATae B Ha3Bi: ICTOPUYHO BINCHKOBHH KiHB — II€
CWJIBHHH, TOTYKHUH KiHb, Ha SIKOMY JIMIap abo coJyiat Bezxe 0oioBi fii. Y Bipiii Bili-

*© I'pxxuboBcrka O.€., [aiimap B.I1., 2018
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CBHKOBHH KiHb — BEJIWKHUH 3Bip, KU BITOWBCS Bil MaHAPIBHUKIB, 3 SKIMH BIiH 3HAa-
XOJIMBCS, 13’ SBUBCS Y JIOTISIHYTOMY HITYYHOMY IPUMICBKOMY CaJ1y MOETECH.

HamzBuuaiina peaicTHYHICTh OMIMCYBAHUX MOETECOTI0 Ol 00yMOBJIEHA THM,
mo mix vac i1 MemkanHs y nepeamicti Jly0:1iHa BoHa 0co0KCTO nepexuBaia Hal Ju-
JKEHHS KOHS 13 BKKMMH 3aJI3HUMH KOIMTaMH Ta HACHIIKA HOTo mpuxoay: «BiH mo-
BEpTaBCsl YOTUPHU-I'ATh pa3iB. KoxeH pas, sk BiH BIIXOAMB, HOTO BENMYE3HI KOMHUTA
Bce pyinyBami. Kpokycosi muOynmuan Oynm BupBani. CapkaHili BUTSATHYTL. Yce
HaciHHS Oyno poskugane. Uepe3 Kulbka MICSIIB s ToYaia nucaty Bipur S HazBama
fioro «The War Horse» [2].

Ananizyroun Bipmt «The War Horse» IBoH bomanm, BapTO IPUIUTATH BEIUKY
yBary riimb0oKoOMY 3MICTy Ta MOBHOCTHIJTICTUYHUM OCOOJIMBOCTSIM, SIKi IIIMPOKO BUKO-
PHUCTOBYIOTHCS IIOETECOIO Bil OYATKY J0 KIHIS TBOPY. BracHe 3aroJoBOK BUKIMKAE
YSBJICHHSI MPO HACHJIBLCTBO Ta KOH(IIIKTH, TEpII PSIKK BipIia MPUHOCATH HAC Y
MpUMIChKE PO3TalIyBaHHS JalIeKO Bil BifHU i Xaocy. Bipmr mo4wHaeThCS THUM, IO
HIYOr0 HE3BHYHOTO HE CTAIOCS B I[bOMY THUXOMY Micui. «This dry night, nothing
unusual/ About the clip, clop, casual».¥Y 1ux psiKax noereca BAKOPUCTOBYE OHOMa-
Tomiro: «clip, clop» nepenae 3ByK BaXKKUX 3aTi3HUX KOMUT KOHS, L0 MPOXOJUTH ITOB3
CeJMILIE, IO OJIpa3y 3alydyae ynTada B OMUCAHI MOl

VY HacTymHUX psJKax Ioereca BHKOPUCTOBYE TOPIBHSHHS: «.../e stamps
death... Like a mint...» / «...6in wumamnye cmepmo... 5K M’ssmy...». BoHa 3icTaBisie
KOEH KPOK KOHS 13 IPUHECEHHSM, HACIIOBaHHAM CMEPTi cepel 3BUYaifHNX, HEBU H-
HUX MeIKaHIiB. [ToHATTS cMepTi Ta IPUKMETHUK «casualy / «36uuaiinuily CIiBCTaB-
neHi B omHoMy pedeHHi. Lle mpuBepTae yBary 4mTadiB A0 imei, mo cMepTh cTana
BUIIIKOBOIO B IbOMY CEpPEI0BHIILL.

Bonann neBHor Mipoto 3aiydae cede, BIIKpUBalOYH BikHO. BoHa 3arlikaBieHa:
«I lift the window, watch the ambling feather/ Of hock and fetlock, loosed from its
daily tethery, ajie He BKUBA€ 3aX0/(IB JIJIsI 3yITUHKH KOHS. 3a JJOTIOMOTOI0 TIEPCHECCH-
HS B pAIKaxX BIpII HEMOB OM pyXaeThCs BIEpe] i Oe3mocepenHpo BimoOpakae pyx
KOHsI, IPOODKHI JIHIi MepeqaroTh CBOOOIY, TeMep KiHb MOXe OJyKaTtd mo Boui. [l
MIOTIIMOJICHHS. CMHUCJIOBOTO 3B 3Ky Y PSAAKaxX BHKOPUCTAHO aCOHAHC (TIOBTOPEHHS
3BYKIB «thy, «ck»).

[loereca BUKOPHUCTOBYE CIITETH AJII CBOTO OMHCY: BIICYTHIA JaBPOBHH JICT
JMIIe BUKIMKAE «distant interesty / «sidoanenuti inmepecy, IpoTe 1e THM HE MEHIII
aCoLIEThCS 3 «maimed limby / «posuwmamosana KiHyiekay. 3arajJom psIIKH CIOB-
HeHi 00pa3HOCTI Ta CUMBOJIB. MepTBa po3a € «expendabley / «nesionosHow», 111€ €
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He IO iHIIe, SIK «mere line of defence» / «npocmo ninisi 060ponu» TPOTH BAKKAX KO-
MUT KOHs. P03a po3riisnaeThes sik «100POBOJICILY, SIKUi, IMOBIPHO, Oy/1€ IACTHBHI
MOMEPTH B CBOI poJIi 3axucHuKa. [loereca mpoBOANUTh Mapaseni i3 THMH, XTO BiIMO-
BIIIETBCS Bill CBOTO XXHTTS 3apajid CBOET KpaiHM 1 pO3TILINAIOTHCS SIK OUTBII HIK O a-
JKarodi 11e 3pOoOnTH.

Ha novarky 17-ro psiaka Bojana MipKye Hax THM, SIK MA HAMara€Mocsi CXOBa-
THCSI 3apafu cBO€i Oe3neku. BoHa cTaBuTh putopudHe 3anutanus « Why should we
care?» / Yomy mu nosunni 06amu?». Y KOXKHOTO 3 HAC € CTPax Mepej1 THM, 110 T0-
TPIOHO CTaBaTH Ha SIKyCh CTOPOHY, SIKUH TOJIETIIYETHCSI, KOJIM HeOe3TIeKa ITPOXOIUTh
NOB3 HAac 1 3aJMINA€ HAC HEYHIKOJDKCHUM. Y HACTYIHHX PsIKax Ioereca Oesmoce-
PEIHBO MOPIBHIOE 3HUIICHI POCIIMHH 13 BIACHKOM:

If a rose, a hedge, a crocus are uprooted

Like corpses, remote, crushed, mutilated?

Bukopucrtanns emiteTiB «crushedy / «noopionenuii», «mutilatedy / «3nebaps-
JleHuti», O € XapaKTepHUMH Il BAKOPUCTAHHS ITiJl 9ac OTMCY BOEHHHUX i, 3HOBY
K TaKl CTBOPIOIOTH y CHPUIHATTI YUTAua BIIUYTTs OJIM3BKOCTI BiiiHU Ta HEOE3EKH.

VY 21-My psiKYy KiHb 3HOBY OBEPTA€THCS Y BIpII TEMEp YKe sIK Oe3rmocepeHiil
cumBOJI BiliHM. Terep BiH sk (IBUYHUIA KiHb, TaKk 1 MeTaQOpHUYHE BTUICHHS BIMHH.
V¥ nux psankax borang BUKOPUCTOBYE PI3HOMAHITHI CTHNICTHYHI 3aCO0U:

He stumbles on like a rumour of war, huge

Threatening. Neighbours use the subterfuge

Of curtains. He stumbles down our short street.

«He stumbles» — MOBTOp — BUKOPUCTOBYETHCS IBIUi VI TOTO, MO0 IMITyBaTH
PYX KOHS, IIIO CIIOTHUKAIOYHCH CTYIAE TaK0OXX MeTadopuano. HeMoxkIMBo TOUHO 3p 0-
3YMITH, Y¥ KiHb CHIOTHKAETHCS, SIK BiifHA, NEpeIIyBalOYH CBOE 3aBEPIICHHS, UM ITi/I-
XOJMTH JI0 TIPOBay JUIA TOTO, 100 1MocTaTy 3HOB 1ie OUIbIIOI0 3arpo3oro. Taky 3a-
IpO3Y XapaKkTePU3YIOTh BKUTI enimemu «hugey / «senuuesnuily, «threatening»/ «no-
epooicyrouuti». TTopiBHSHHS KOHS 1 BinrosiociB BiltHu «like a rumour of wary / «sak
yymKu 6iiHY» HAAATl MIKPECIIOE acoIiallil0 MDK MOCTIHHUM BaXKKUM PYXOM KOHS i
HATAKOM Ha Te, II0 Cy4acHa BiliCbKOBA CIpaBa PYIHHY€E )KUTTSA HEBUHHHX.

Ioereca BUKOPUCTOBYE amo3ito, Koiw 3ranye «illicit braidy / «3aboponena
cmpiuxay. e moHATTA cTOoCcyeThea «Ribbonmeny, 4neHIB TaEMHHUX CEIIHCHKHX O -
rauizauiif, mo s B Ipmanaii B 19 cT. 1o 70-x pp. Ix em6remoro ciyryBana ctpiuka
3eJIeHOT TKaHWHU. AHIIIIHCHKA BJa/ia )KOPCTOKO TepecililyBaia OpraHi3altito.
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IBon boman mokazye BHCOKY MaiiCTEPHICTP i TAIAHT pa3oM 13 0aratoro Ta Ku-
BO10 ysiBot0. Bipin «The War Horse» € sckpaBUM TPUKIIAJJOM BUKOPUCTAHHS CTUITIC-
THUYHHX 3ac00IB, TaKKX SIK MMOPIBHSHHSI, eriTeTH, MeTadopa TOoIIOo, [l TBOPEHHsI 00-
pasiB y moe3ii. CBoepinHicTh MOBH [BOH boan mossirae B 0aratcTBi CJIOBHHKOBOTO
CKIIay Ta CIOCO0IB HOTO BUKOPHCTAHHS BIATIOBITHO IO TpenMeTa 300pakeHHS Ta
MICUXIYHOTO CTaHy MOETa, 30KpeMa HOTo IMCUXITHOTO THITY H TEMIIEpaMEHTY.
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M. 10. JIo6pymmna, 1. B. Ilnmikina
CTWIICTUYHI ®II'YPU B AHITJIOMOBHOMY JJETEKTUBHOMY
KAHPI

Ha croroanimmHiii 1eHh CTHIICTHYHI OCOOIMBOCTI JAETEKTUBHOTO KaHPY IIE
MajiofociKeHl. 1le MOTHBYETBCSI TOCEPEAHICTIO CTUIIIO JIETEKTHBA, IA0JIOHHICTIO
HOTO MOBH, 3alIPOTPAMOBAHICTIO HOTO MEPCOHAXKIB 1 CFOYKETHUX X0 IiB TOTIO [ 1].

VY wiit cTaTTi po3rISAAI0TECS CTIIIICTHYHI (DIrypH B aHTJIOMOBHOMY JICTCKTH B-
HOMY kaHpi Ha npukia/i Hoemu . K. Yecteprona «The Three Tools of Deathy.

HaitnmoumpeHiimMu MOBHUMH (irypaMu IETEKTHBHOTO XKaHPY € MapagoKc Ta
cacrieHc. [lapamokc y Xy0KHBOMY TEKCTI CTBOPIOE e(heKT 0OMaHYTOTO OYiKyBaHHs
[1]. Came Ha IbOMY eeKTi 3aCHOBYETBCS Oy/Ib-SKUH JETEKTHB, 00 YUTa4Y OYIKYy€ Te-
BHOTO PO3BHTKY MO/, SIKi IOCTalOTh B HOTO YsIBI, ajle MepepUBaAIOTLCS B HAtHECTIO-
JTIBAHIINHA MOMEHT.

l'onoBHA 0COOMBICTE MAPATOKCy — WOTO CHJIBHHN CTHIICTUYHUHN BIUIUB: He-
CHO/IBaHKA, HE3BUYHICTH, BMIHHS 3MYCHTH YHTa4a I10-HOBOMY IOTJITHYTH Ha BKeE
Bimome. HaliOubI1 BayKIIMBUM y YNTAIbKOMY CIIPHHHSTTI € KOHTPACT 3 THM, 1[0 Y H-

Ta4y OYIKYBaB, 1 10 B pe3y/bTari cTanocs. YuM Ouibliie 1el KOHTPACT, TUM CHIIbHIIIE

©lo6pyumua M. 0., Ilnmkina 1. B.
21



3a[IOBOJICHHSI, SIKE OTPHMYE YHTa4 Bil JETEeKTHUBY [1].

JJist AeTanpHINoro 03HaHOMIIeHHS 31 CTHIIICTHYHUMU (BirypaMy aHIJIOMOBHOTO
JIETEKTHBHOTO JKaHPY po3riitHeMo ix Ha mpukiani Hosemn ['. K. Yecteptona « The
Three Tools of Deathy.

HalimommpeHimor CTUITICTHYHOI0 (PIrypoio TyT BHUCTYIIa€ aHTHTe3a. Tak, B
OUTBPIIOCTI BUMA/KIB BOHA BUKOPHUCTOBYETHCS 33UIsI 300pKEHHS XapaKTEPUCTUKH
nepconaxiB: «There was something absurd and unseemly about secret violence in

connection with so entirely entertaining and_popular a figure» [1]. 3a3maunmo, 1o
NPUKMETHUKU absurd, unseemly Ta entertaining HE € aHTOHIMIYHHUMH, aJic IMi 4ac
300pakeHHs 3arajbHO1 KapTHHM, JIe IPUCYTHI aHTOHIMU secret Ta popular, 11i IPHUK-
MCTHUKH Ha0yBarOTh aHTOHIMIYHOTO BIATIHKY. Y pedeHHi «Doubtless this spectral
discomfort in the place was partly due to the very vitality and exuberance of its

owner» [1] emirer spectral discomfort BUCTyIIae TIPOTHIICKHICTIO 10 very vitality Ta
exuberance, CTBOPIOIOYM THM CaMHM KOHTpacT MK THM, IO OYyJIO HacmpaBIi, Ta
THM, KHM 3JIaBaJiacs JIOJMHA, THM CAMHM CTBOPIOETHCS e(DeKT HArHITaHHS, 10 3MY-
IIy€e YUTa4a B MOJAIBIIOMY POOUTH CBOi BUCHOBKH IOJO 3JIOYMHY Ta AEIIO Iep e-
OCMHCIIHTH CTaH peyeil.

I'. K. Yecrepron BukopuctoBye Taky aHTHTe3y: «His political and social

speeches were cataracts of anecdotes and loud laughter», me gyurau po3ymie, o min
4ac MOJITHYHUX IIPOMOB /iS4l HE BUKOPUCTOBYIOTh aHEKIOTH Ta Oy1ib-siKi kapTu. s
aHTUTE3a TIOKa3ye HaM BJIaBaHy, SK 3T0JI0M BUSIBUTHCS, 0€3TypOOTHICTB, KOTpa € Hi-
YUM IHIIUM, SIK ICUXIYHUM PO3J1aJoM. Y OUIBIIOCTI QHTHTE3 11i€T HOBEJIU MU CIIOCT e-
piraeMo MpOTHUCTABIEHHS KUTTS Ta CMEPTI, CIIOKOIO Ta TPUBOTH, L0 MIPUTAMAHHE JIe-
TEKTUBHOMY >KaHpPy. ABTOD HE 3BEPTA€THCS 1O 3aBUX OIUCIB, XapaKTEPUCTUK Oy/Ib-
KOTO 3 IepCOHaXIB. | X0ua B yUTaua CriouaTKy BUHUKAE BPaXKEHHs, 110 3 III€I0 Tpari-
YHOIO MTO/1i€10 OYAMHOK Ta JIFOJI B HhOMY ITOPUHYTH y TIIMOOKY CIpicTh Ta 0€3BUXiMb,
TO 3aBISKH BUILC3TaJaHUM aHTHTE3aM, BXKE ITiI KIHCIb TBOPY Ta I Yac BUSABICHHS
ICTUHHM BHHHUKA€E 3BOPOTHE BimUyTTd. Lle BITUYTTS MiICHIIOETHCS TUM, M0 OyIUHOK
300paKEHO Y XOJIOJAHUX, CIpUX BIATIHKAX, CBITJIO JIAMII IIOPIBHIOETHCS 31 CJIAOKHAM Mi-
CAYHUM CBITJIOM, HEMOB OU BCi IOl BinOyBalOTHCS BHOUI. Y TOH ke 4ac BCS 1A Ci-
PICTh Ta CMYTOK 3HUKAIOTh Pa30M i3 HACTAHHSIM CBITaHKY, TOOTO IIOYMHAETHCS HOBUH
JICHb Ta HOBE JKUTTSL.

OnHUM 3 TOJIOBHUX 3aBJIaHb JETEKTHBHOTO OIOBIAHHS € CTBOPEHHS B YMTaya
Hanpyry, Hicist IbOTO0 MOBHHHA HACTYIHTH PO3psIIKa, «3BUIbHEHH». CacneHc € 6a-
JACIUBUM CIIUTICMUYHUM acnekmom. MeTa cacTieHCy NoJsrae B ToMy, o0 30epertu
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YuTa4ya B MOCTIHHOMY iHTEpeci, BITIYTTi HAMIPYKEHOCTI Ta TPUBOXKHOCTI, y CTaHi He-
BU3HAYEHOCTI Ta OYIKyBaHHs, a TAKOXK MIATOTYBATH YUTaua JI0 JIOTTYHOTO 3aBepIle H-
HsI BUCJIOBJTIOBaHHS [4].

CacneHc gocsraeTbes 3a JJOIOMOTOIO MMOPIBHAHL Ta MeTadop, sKi 10al0Th
rmbuHN TBOPY. Lli cTHITCTHYHI IPUHOMH CTBOPIOIOTH OUTBII /TETaTbHI 300paskeHHS
[3, 165]. BasximBM MOMEHTOM € Tii0ip NPUKMETHHKIB Ta MPUCJTiBHUKIB. ABTOpH
3BEPTAIOTHCS JI0 OIKCIB, JIe HEMAa€e HEOAHO3HAYHOCTI Ta HESICHOCTI. 3arajiom, Mera-
(hopum MaroTh MICTHTH AOCUTH crienudiunuii ormc [3, 165]. Cacnene € KOMIO3HITIH-
HHUM ITPUHOMOM, SIKUH TTOJISITa€e B OpraHi3allii YaCTHHU KOMYHIKaIlii TaKuM YHHOM, 10
MEHII BaXJMBI, "OMuCcoBi", MANOPSIKOBAaHI YaCTHHU — HAKOITMYEHI HAa MMOYATKy, a
OCHOBHa i/Iesl 3aJIMIIAEThCS HEPO3KPUTOIO N0 KiHls peueHHs: «All those grisly tools,
the noose, the bloody knife, the exploding pistol, were instruments of a curious
mercy». «The word in this case was «Murder!» — y 11bOMy BHITQJIKy aBTOp IIPUBEPTAE
yBary gyutada i HaJgae eIeMEeHT MOTOPOIIHOCTI MOTi€BIA CHUTYaIlii, THM caMuM 30epi-
ralyvy HAMPYTy 10 KiHIS HOBEJH.

VY HOBei TaKOXK NPUCYTHIH YaCTKOBHIi MapaJjiesi3M, 1 YaCTUHU PEYEHb I10-

BTOPIOKOTHCA: «...unless the weapon was too small to be noticed (...) Perhaps the

weapon was too big to be noticed» [1]. Lleli cTrIicTHYHUI TPHIIOM BUKOPUCTOBYETh-

s 3a/1J1s1 aKLICHTYBaHHsI yBaru came Ha peaMeTi BOMBCTBA, TAKOK OCTAHHE P CUCHHS
€ CTUIIICTUYHOIO (PIryporo 3aMOBYYBaHHS TOMY, 110 CTUMYJIIO€ YUTa4a 10 JIOMHCIIO-
BaHHsA. Y HOBEJI MPUCYTHA IHIIA MapaJjieibHA KOHCTPYKLis — 3BOPOTHHUII mapaie-
ni3m — xia3m: «But if the train had often_given a shock to the house, that morning the

tables were turned, and it was the house that gave a shock to the train». IIs cTumicTu-

yHa (irypa modynoBaHa Ha MOBTOPI CHHTAKCHYHOTO MAIOHKA pedyeHHs. Tyt mu Oa-
YUMO, 10 MIOPSIZOK CJIIB OJTHOIO PEYEHHS € 3BOPOTHUM TOPSIJIKY CJIIB IHIIIOTO peYeH-
Hi. Lle pedennst gonomarae migcuiMTH e)eKT HarHiTaHHs CUTYaIlil Ta 1ie OubIle 3 a-
IIKABUTH YHTAYA.

e omua cTrmicTHYHA Qirypa, Mo 3yCTPIIaeThCsI B ITiii HOBEMi.— IIc ATMHATOH.
AnuHaTtoH — (irypa MOBH B (popMi rinepOo.IH, KOJIU MI0Ch HEMOKJIMBE a00 JyKe Ba-
JKKe B 3[IIICHEHHI 3icTaBisieTbes. Lle puropuaHHil MPUfoM TOBENEHHS MOPIBHIHHS

JI0O HEMOJKIJIMBOTO, HEPIMKO 3 TyMOpUCTHYHNM edekToM. Tak, y ¢ppasi «... Sunny Jim

had hanged himself; or that Mr. Pickwick had died in Hanwell» mMu cnioctepiraemo
HEMO>KJIMBICTH cUTyaii, 60, Sunny Jim — 1ie BecemyH, 110 peKIaMyBaB BIBCSHKY, BiH
OyB CUMBOJIOM PaJI0CTi Ta CHIIH, a 1aH [TiKBIK KHB Y THXOMY OYIMHOYKY B OKOJIHIISX

Jlonnona. Came eeKT panToBOCTI, HEHMOBIPHOCTI Ta BEIMYE3HOT'O MOJIUBY TIParHyB
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JOCSATTH aBTOP, MOPIBHIOIOYH 3 LUMH IIepCOHAKaMH BOMBCTBO Beceloi (Ha mepLini
TIOTJISIT) JIFOUHH.

BapTo 3a3HaumuTH, IO y HOBEJI NPUCYTHS I'pajalis, IO BUKOPHCTOBYETHCS
i yac 300pakeHHs ojHiel 3 AioBux ocio: «He was good-natured enough also, but

it was a sad sort of good-nature, almost a heart-broken sort — he had the general air of

being some sort of failure in lifey, Ta iHmoi gifioBoi ocobu «...she was shaking with
cold and some she was shaking with fear, but I know she was shaking with hate and

wicked anger», e aBTOp HAIUTOBXYE YMTa4a HA PO3JYMH OO0 [HOTO MEPCOHAKY,
Horo poJi B il ApaMaTu4HilA icTOPii.

OTxe, MU BU3HAYWIM, M0 HAWTOMMPEHIIMMA CTHIICTHYHUMH (irypamu B
HoBeni «The Three Tools of Death» («Tpu 3Hapsians cmepTi») 31 30ipku « The Inno-
cence of Father Brown» e: anTuTe3a, aquHATOH, HapaieIbHi KOHCTPYKIIil, TONTICHH-
JICTOH, cacleHc Ta rpagamis. Hosena, uepe3 cBilf HeBenMKHi 00’ €M, He nependavae
PO3TOPHYTHX Ta JACTaTbHUX MOHOJIOTIB Ta JiaJioTiB, CaMe TOMY, 3 METOO JJAKOHIYHO-
ro Ta JETAJbHOTO BIITBOPEHHS MO/Iii, aBTOp 10JIyya€e BENUKY KUIbKICTh aHTUTE3 Ta
napasienbHUX KOHCTPYKIIIH.
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CIIELHU®IKA OBPA3HOCTI B IOETUYHUX TBOPAX
CWIbBII ILTAT (HA MATEPIAJI 3BIPKU MOE3IN «APIEJIby)

Sk mpo30BUii, TaK 1 MOSTUIHHI TBIp MAIOTh 3aBXKIN CBOE (popMabHE 1 3MICTO-

BE HAlOBHEHHS. 3araJbHOBIIOMO, IIO Il /Ba CKJIAJHHKH TEKCTY B3aEMO3AJICKHI.

[IpoTe HaCHiAKKM TAKOTO B3aEMOBILIMBY IOpa3y IHIIIL.
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Meroro cTaTTi € TpoaHaTmi3yBaTH cHeludiky oOpazHoTo cKiamy 30ipku
C.IInat «Apienb» Ta BHOKPEMHTH 3aCO0M IXHHOTO (OPMAIBLHOI'O BHPAKEHHS,
BUIUMTH 3aKOHOMIPHICTh 1 9aCTOTHICTD 1X BUKOPHUCTAHHS B TEKCTi.

JloCTiKEHHSIMU CYTHOCTI TIOHSITh «TEMM», «iIei», KMOTHBY», «00paszy», «3a-
co0iB  XyHOXXHBOI BHPA3HOCT» cCepel YKpaiHCHKMX HAyKOBIIB 3aiManmcs
J. 3araiicbka, O. Tapanenko, I1. Iynuk, A. Tumuenxo, JI. Maupko. [Ho3eMHUME 110-
ClIIHMKaMu BHINe3azHaueHux nuTanb ¢ A. bem, 1. Cuwantees, O. ®enoTos,
M. AwmineBa, B. TroxtiH, E. Tom0Opux.

TBopuicte moerecu C. [nar TicHO MOB’s13aHa 3 i1 6ioTpadiero i BiI3HAYAETHCS
CIIOBITATBHICTIO Ta peduekciiiHicTio. Yepes 1e 6arato KPUTHKIB OI[HIOIOTH CBITOO a-
YCHHS MIOCTECH BUXOsIUH 3 11 0coOHCTOTO *KUTTH [4, 45].

VY BipIax MUCEMEHHHIII MOTHB OCOOHUCTOTO TIEPESKUBAHHS BIUICTCHUN B OUTBIIT
CKJI/JIHy JpaMaTH4YHy CTPYKTYpY, BCEPEAMHI SIKOi «T0JIOC» JIPUYHOTO CYO’ €KTa
HAIKHUTH aBTOPY 1 TI'epOol0 OJHOYACHO. Y BIpHmIax aBTOPCHKE MEPEKUBAHHS,
OB’ s13aHe 3 SIKUM-HeOynb enizogom 3 xutta C. [Inar, TpanchopmyeTbest 3 dakty
OilorpadiaHoro y dakr noernyHuit [4, 46].

VY 3B’s3ky 3 M, mo noesis C. [lmar HajnexwuTth 1O CHOBIHAIbHOI, aBTO-
OilorpagiyHoi, BaXJIMBO 3BEpHYTH yBary Ha IocTaTh aBTOpPKH, ii xapakrtep. Sk 3a-
3Hadae y nepeamoBi 10 30ipku «Apiens» PoOept Jlosemn, 6iorpag C. Ilnar, Bona
Oy/ila BUTOHYCHOIO, 3 JOBrOIO Talli€f0, FOCTPUMH JIKTSIMHU, HEPBOBA, sICKpaBa OCO-
OUCTICTP, KA XOBaNacs 3a MacKoro cTpuMaHocTi. OUeBUAHO, IO ToeTeca MOCTIHHO
nepeOyBasia IIiJ BJIAJI0I0 HACTPOIO, EMOLIii, MOYYTTIB 1 3MiHIOBaA pi3HOXapaKTepHi
aMITTya, YTBEPUKYIOUH HEHAISKHICTh 10 KOTHOI CTaTi.

Sk 3a3nauae PoOept JloBemn, Ha3Ba 30ipku «Apienb» HE BUMAAKOBA, aJUKE B
HIll KpUEThCS TIMOOKHMH 3MICT 1 miATeKcT. ICHye TpW BapiaHTH 3HaueHHs 00pa3zy
Apiens. [To-nepiue, Tak 3Baym koHst Cuibsii [1nat, Ha sskomy BoHa yacTo i3/11a; 11o-
Jpyre, Take iM’si MaB ayx moBitpst y 1’ eci B. Illekcmipa, sikuii mepeBTUIFOBaBCS TO B
JKIHOYHH, TO B YOJIOBIUMI 00pa3; Mo-TpeTe, Tak iMeHoBaHO €pycamM y «Ctapomy
3amnoBiti» [6, 4].

Kpurnkn moernunoi 36ipku C. [Imar «Apiens» BHOKpeMHIM B Hill KiTbKa
MaricTpaJbHIX TEM, a caMe: MUCTEITBO TBOPEHHS TMOE3ii, TeHIepHi KOIi3il, 1yaai3m,
aHIMi3M, caMOTyOCTBO i CMEpPTh, CAaMOCTBEP/KCHHS 1 3MIHH B JIFOAHWHI TIPOTITOM
HKHUTTA.

[lix yac HaOTO JOCIIIKEHHSI MU BU3HAYWIIH, 110 MOCTHYHA 301pKa « Apieiby

HacH4eHa rpyrnamu oOpasis, A0 SIKMX HajeXaTb 00pas3u mpupou (i TRapHH), ITOUYT-
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TIB 1 CTaHIB JIIOAWHM, TUIECHOCTL. Y KOKHOMY BIpII MOMITHE JTOMIHYBaHHS THX YU
THX Ha3BaHUX TPYIL.

I'pyma 06pa3is, sika mo3HaYae MPUPOIHI SBUIIA 1 CTHXIl, HAWYACTOTHIIIIE BUKO-
puctana y Bipmax: «Morning songy», «Tulipsy», «Elm», «The night dances», «Nick
and the candlestick», «The couriers». ¥ Bipmri «Morning song» o6pa3u mpupoan pe-
ABYIOTHCS Y BUIVIAL CTHXIMHUX SBULL: « The cloud distils a mirrow to reflect its own
slow effacement at the wind’s hand», «A far sea in my ear» 3a TOTIOMOIOI0 Tiep-
coHidikartii; TBapuH: « Your mouth opens clean as a cat’s» NUIIXOM TOPIBHSIHHS Ya-
CTHHY TUIa JIIOAWHM 1 TBapuHM; HeOecHuX TUL: « The window square whitens and
swallows its dull starsy 3aBnsxm nepcowidikamii. Hanpukman, y Bipmi «Tulips»
HAWOUIBII BXXKMBAHUMHU € 00pa3u KBITiB, mip poky: « The tulips are too excitable, it is
winter here», K1 eKCIUTIKYIOTBCS Y TEKCTI 32 JOTIOMOTOIO CIITeTiB; CTUXii (BOIN) Ta
BUTBOPIB TpUpou (Taibku): « My body is a pebble to them, they tend it as watery,
IO MIPECTaBIICHI 3a TOTIOMOTOO MOPIiBHAHHS. O4YeBUIHO, IO 00pa3y MPUPOIH I a-
I0Th BOXIIMBY KOHIICNTYAIbHY POJIb — OKPIM (DYHKIIi XyT0KHBOTO TJa, BOHH PO3-
KPHBAIOTh XapakTep roJOBHUX 00Pa3iB IUIAXOM 3iCTABICHHA 1X 3 KOHKPETHUMH P H-
CaMH JIIOJICHKOT B/1adi, MOBEIHKHM a00 30BHIIHFOTO BUMIIAY. TOOTO B HUX 3aKiaje-
HO TJIMOOKHH MITEKCT.

Takosx HamMu OyI0 3a3Ha4YeHO, IO 00pa3iB MOUYTTS ad0 CTaHY JIFOJUHHA BUKO-
pPHUCTaHO B TEKCTi Habarato OuIblle, HDK 00pa3iB MPUPOIH, MPOTE OOUABI TPYIH U a-
CTO KOPEIIOIOTh MK CO0010, B3a€MOIOTIOBHIOIOYH O/THA OJTHY, TIOTJIHOIIFOI0YH 3aKiIa-
JeHuit 3Mmict noesiit. [Ipote, Ha Hamly JymKy, IM HajaHO HepeBary 3a BaKJIUBICTIO
BHCBITIIGHHSI TOJIOBHOT TyMKH TOT'0 91 TOTO Bipmia. IIpukinagamu BipImiB 3 HasBHICTIO
BHUIIIe3a3HaUYCHUX 00pasiB € «Ariel», «Lady Lazarus», «Elm», «The couriers» «Sheep
in fogy.

VY noernunux psankax Bipia «Sheep in fogy HasiBHMII moBTOprOBaHMK 00pa3
tuii: «A flower left out, my bones hold a stillness», sika yBHpa3HIOETbCS 3a JIOIIOMO-
roro Meradopu. Y noesii «Ariel» BUKopuctannii o6pa3 cMepTi, sIKMH, 10 pedi, cy-
npoBoKye Maibke koxkeH Bipur C. Ilnar: «Dead hands, dead stringencies» [6, 20].
3aBIAKH TakuM 00pa3aM aBTOpPKa yBHpa3HIOE aTMOC(epy BipIa, BUKIUKAIOYH Y 9 -
Taya BIMUYTTS HANpYTH, CTPaxy, MEepeKUBaHHsI. 3a JIOTIOMOTOI0 PUTOPUYHHX 3BEP-
TaHb TOeTeca BBOAMTH Yy TeKCT Bipima « Elm» oOpaszu 6e3ymcTBa Ta HE3a10BOJICHHS:
«lts dissatisfactions? », «Or the voice of nothing that was your madness?» [6, 15].
[HiTIOUMI MECUMICTHYHUI CTaH nepenaHuii oopasamu 1uiady i Opexsi: « How to lie

and cry after it?» TexX Yepe3 pUTOPUIHE 3aMMUTAHHS, M0 10J1a€ e OUThIIE HETaTHBY,
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aJDKe BIATIOBINI HA HHOTO HEMA€E, TOOTO YHUKAETHCS OYIb-IKe BUPIMICHHS TIPOOIIEMI.
Boke 3rajanuii o0pa3 Tuimi i B IbOMY, 1 B MOTIEPEAHIX BIpIlax, HE ONTUMICTHYHHH, a
OUTbIIIe TPUBOKHUI, afpKe, CYAsTuu 3 KOHTeKCTY: « Or shall I bring you the sound of
poisons? This is rain now, this big hushy, Tuma € «otpyiHoto» [6, 15]. Take TBep-
JDKSHHS. MOKEMO BHCJIOBHUTH, TOMY IO B IIUTATi BAKOPUCTAHUM €IITET «OTPYHHHI»,
SIKMH CTOCYETBCS «THILD.

O0pa3 ctpaxy HasiBHHHI Takox y Bipun «Lady Lazarusy i1 Bupaxaetbcs uepes
TOW camMuii MpUHOM — pHUTOpHYHE 3arnuTanus: « Do [ terrify? » [6, 5]. ILlnsxom npo-
TUCTaBJICHHS JIBOX KapJUHAIHLHO PI3HMX CTaHIB JIPUYHOTO Tepos Bipiua, TOOTO
YCMIXHEHOTO «And I am a smiling womany 1 6axatouoro cmepti «And 1 like the cat 1
have nine times to die» aBTOpKa 300paxkye 00Opa3 KUTTS Ta CMEPTI

TinecHicTh TpUTaMaHHA ICHMY TIEPEBAXKHOT OUTBIIOCTI ITOETEC, MPOTE B KO K-
HOI BOHA BUSIBIIETHCS TTO-PI3HOMY 3@ JOMOMOTOI0 BUKOPHCTAHHS BJIACHOTO «HA00-
py» obpa3Hux Ta xymoxHix 3aco6iB. Tak, y C. [lnar cmoctepiraetecst 300pakeHHs
00pa3iB 4acTHH TUIa JIOAMHU ab0 MpoleciB, (QYHKIIH, SKi BOHM BHKOHYIOTh. BoHM
HasiBHI y KOXKHOMY BipIili 30IpKH, TOMY 3BEPHEMOCS 10 HaHUIIOKA30BIIIMX BUMIAAKIB TX
ykuBanHs. Y Bipmi «Gulliver» Bxkuto oOpa3 crmuuM Ta oueil: « You, there on your
back, eyes of the sky», siki B TeKCTI eKCIUTIKOBaHI 3a JOTIOMOTO0 Metadopu. 3a3Ha-
YUMO, IO YIFOOJICHUME 00pa3aMy YacTHH TiTa € KIHIBKH i o0mmads. Born gacTto
rapMOHIIHO MO€IHaHI 3 00pa3aMu PUPOJIH, IO J0/1a€ BIpIIEBI BATOHYEHOCTI: « They
converse in the valley of your fingers, they are inchwormsy, « This toe and that toe, a
relicy [6, 35]. Y mux psiikax BHKOpHCTaHO Meradopy Ta emirer, siki BUKOHYIOTbH
(hyHKITIFO TTHECEHHS JIOUHHM 3 yciMa ii IlepeBaraMi HaJl iHIMMH iCTOTaMH.

VY Bipmi «Ariel» Tex KOHIENTyaJbHO 3HAYMMHUMHM € 00pa3n 4acTHH TiIa: BO-
Joccs, KOJiH, 1ui, cteron: « The brown arc of the neck I cannot catchy, «Something
else hauls me through air — thighs, hair, flakes from my heelsy», ekciuikoBaHi 3a J10-
MOMOT010 MeTadopu Ta nepcoHiikarlii, siKi MIKPECIIOI0Th Kpacy kiHoyoro Tiia. Ha
MPOTHUBAry TOTEPEAHbOMY Bipiry, y moesii « Death and co» Ha meprmii miaH BHCTY-
nae o06pa3 oroJyicHoro tina: « The nude verdigris of the condor. I am red meaty, i po-
IUMOK, ipamiB « The birthmarks that are his trademark — the scald scar of watery,
BUp&XEHNX MeTadopamy Ta MOPIBHIHHAM [6, 28].

[poananizyBaBum moerndny 30ipKy C. Ilmat «Ariel», Moxemo 3poOuTH BHC-
HOBOK, 1110 BOHA ITIATBEPJKYE CBIl CTaTyC HAIEKHOCTI /10 CIIOBIIAIBHOI TUIECHOT 110-
e3il uepe3 BUKOPUCTAHHS PI3HUX TUIECHUX 00pa3iB (ouel, pyK, Hir, KOJIH, HaJlbI[iB Ta

HIINX YaCTHH MEPEBAKHO OToJieHoro Tina). Cepex AOCTKEHUX 00pa3iB, sIKi Halle-
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JKaTh 10 OJHIET 3 TPHOX BUIUICHUX TPYI, MOKEMO BHIUIMTH MaricTpaibHL. Y Tpymi
00pa3iB mpUPOIN MEPEBAKAIOTH 00pa3H IepeB, KBITIB, MOTOJIHUX YMOB, CTUXIHHUX
saBHI, HeOecHUX Ti1. Kimac 06pa3iB cTaHIB 1 TOYYTTIB MICTHTE 00pa3u CTpaxy, po3ma-
4y, CyMY, Pa/IOCTi, KUTTsI, cMepTi. TUIECHICTh Npe/ncTaBieHa UM He HaHIMPIINM
CIIEKTpOM 00pa3iB, cepen AKHX 00pasu YacTHH TiTa: HIr, KOJMIH, MAIBIB, PYK, I,
ry6iB, oueii, Bosoccsi. PopManbHIMH BUPa3HUKaMU 3a3HaueHUX 00pa3iB € meradopa,
nepcoHiikarisi, MOpPIBHAHHS, PUTOPUYHE 3aAlMTAHHS, MMPOTHCTABICHHS, aHadopa,
ernirer, rinepOoua.
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€. P. IsaneHko

3ACOBU IIEPEJAYI KOMIYHOTI'O B POMAHI IL.T. BYJIXAY3A
«KOMAHIY€ NTAPAJIOM J/KUB3»

VY cy4acHOMY MOBO3HABCTBI JIHTBOCTHIIICTHYHHUIN aHAII3 Ta MEPeKIaz XyI0 K-
HBOTO TEKCTY € OJHMMH 3 HaHaKTyalbHIIIMX IUTaHb, SIKI NPUBEPTAIOTH yBary
JHTBICTIB. JlOCTIIDKEHHST XYIOXXHBOTO TEKCTy 0a3yeThcsl Ha BHBYEHHI Marepiay
TBOPIB PIBHUX JKaHPIB XyIOKHBOI JITEPATYpH, IO XapaKTEPU3YETHCS CBOEPITHOIO
CTPYKTYPHO-KOMIIO3HILIHOIO Ta MOBHO-JIIHTBICTHYHOIO OpPTaHi3alli€lo, sIKa BILTUBAE
Ha MPOIIEC PO3YMIHHS KPEaTUBHOT iei MMChMEHHUIIPKOT TBOPYOCTI.
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[NoyaTox (opMyBaHHS OCHOB JIHIBOCTHIIICTUYHOTO aHAN3Y XyJI0KHBOTO TEK-
cTy OyJI0 3aKiIaeHo y poOoTi BimoMoro pociiicekoro yinreicta JI. B. lllepou «Ombi-
TBI JIMHTBUCTHYECKOTO TOJKOBAHUS CTHUXOTBOpeHUi» [4, 59]. ¥V 1960-70-x pokax
CTaJIO IUTKOM 3PO3yMLIO, III0 TPAJHITIAHI METOIOJIOTIFO Ta METOIUKY JIIHT'BICTHIHOTO
aHaN3y XyIOKHHOTO TEKCTY Tpeba 3aMiHUTH HIMMMH, 00, X04a MOBO3HABCTBO, 3ara-
JI0M, 1 TOJII I1le HEHapOKEHA JIIHTBICTHKA XY0KHBOTO TEKCTY, 30KpeMa, MaloTh, Ha
MepIIUid OIS, OJUH 1 TOW e 00'€KT JOCIIIKEeHHs (CJIOBO), MPEJAMET BUBUCHHS Y
HUX PI3BHHMH 3a CBO€IO CYTHICTIO: KOMYHIKaTHMBHO-iH(opMamniiiHa (yHKIiS clioBa y
MEePILOro Ta eCcTeTHKO-00pa3Ha y pyroi. IlocTyrmoBo Big MOBO3HABCTBA BifuIMIIaCS
HOBa (UIONIOTIYHA TUIKA, Ky TOJIi CIIPHAMAIH SK HOBY HAyKy, ajle i 10 ChOTOIHI He
Ma€e TOYHO BH3HAu€HOI Ha3BM: «JliTepaTypo3HaBya cTuwiicthkay y B. B. Bunorpano-
Ba, «CTIJICTHKA NeKkoayBaHHs» y [. B. ApHONBI, «iHTepmpeTamis TEKCTY» ¥
B. A. Kyxapenko, A. 1. [lomammHeBa, «ctwmictnarnid aHanizy y M. I1. Bpanpec,
«JTHTBOCTUTICTHAKA», «IIOCTHYHUH TUCKYPC» Y IHIIHX Ta Ie Oarato Ha3B.

JIIHTBOCTWITICTUYHE BUBYCHHS XyJ0KHBOTO TEKCTY — II€ aHAT3 CHeHUpIIHOT
€IHOCTI 3MicTy 1 (JOpMU B iXHil OETUYUHIN HUTICHOCTI (TOOTO: 110, 5K 1 A7t yoro). L
CKJIa/10Bi Ha 0a3i CIIOBHUKOBHX CEMaHTHYHHMX OJMHHIb, IO MEepearoTh «OyKBallb-
Hy», BMIIIGHY B HHX Oec3locepenHo iH(GopMallifo, 3aBIAKA IHIAMBITYaJIbHO-
ABTOPCHKOMY iX BUKOPHCTAHHIO, BITOOPaXKAIOTh IEHHO-eCTETUYHY KOHIICHILIIO aBTO-
pa, 10 pOOUTH XYMOXKHIM TBIp €CTETHYHO 3HAYyIMM. 3a BucjoBoM M. BaxriHa, po-
3yMIHHS XYZOXKHOCTI Tiepen0adae eCTeTHYHUHA aHaNl3 TEKCTy, TOOTO aHami3 CyKyI-
HOCTI PaKTOPIB XYA0KHHOTO BPAXKCHHS.

[Ipenmerom nocmimkenHs nocayxuwim TBopu [1. I'. Bynxaysa, mo BXoaats B
K TBopiB mpo JIxuB3a Ta Byctepa, a came: «Jeeves takes charge», «The artistic
career of Corky», «Jeeves and unbidden guest», siki yBiiiuum B 36ipky «Carry on,
Jeevesy, sika mpuIaae Ha 30JI0THH repio TBopyocTi Bynxaysa. Tekct pomaHiB 4 -
TaIOTHCS JIETKO, LIBUJIKO, IPUBEPTAIOTH 10 ce0e yBary 3arojoBKOM, sSIKUI 3alliKaBIIIOE
YyuTaya 3 CaMoro I[OYaTKy YHMTAaHHS. 3a3HAuuMO, IO HA IIbOMY PIBHI aBTOp Haii-
YacTille 3a BCe BUKOPUCTOBYE Tpy ciiiB. Tpiymdansuuii yenix pomanis npo Jxus3a
Ta BycTepa — B iX BUCOKIH XyHZOXKHIH MaiicTepHOCTI. Y HasBHOCTI yCi SKOCTI, HEOO-
XiIHI XyJJOKHIH Tpo3i, — 4yaoBa icTopis, eeKTHI XapakTepy Ta OJUCKYIHH JTiaJior.
Excrientpuyasi rosoBHi repoi I1. I'. Byaxaysa Ko4yioTs 3 0THOTO TBOPY B IHIIWH, HE
3MIHIOIOUHCH Hi BHYTPIIIHBO, Hi 30BHI, 30epiratloun cBOi KOMIYHI PUCH 1 HaBITh CBIil

BIK, 3a/IMIIAIOYMCH TOTOKHUMH CaMUMU IS cele.
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B pomanax Bymxay3a wac i mpocTip OYEBHIHO HaleKaTh IO KaTeropii ao-
CTPaKTHUX, SIKI HE MalOTh YITKO BUPa)XEHOI XapaKTEePHOCTI 1 TOMY, HaBITh KOJIM BKa-
3Y€THCS KOHKPETHE MICTO, HE POOJIATE iICTOTHOTO BIUIMBY Ha XapakTepH Ta il TepoiB.
[IpocTopoBi OpieHTHPH BBEICHI aBTOPOM TaK, MO0 JTOIATH JO OMOBITAHHS JCIKHUN
«MICTICBHI KOJIOPUT» — Yepe3 yce Hallle JOCTMKEHHS TPOXoauTh ines, mo 11 I'. By-
JIXay3, HaBiThb mepeOyBaroun B AMepHIll pa3oM 31 CBOIMH I'epOSIMH, 3aJIMIIABCS
ICTHHHUM aHTJIHIEeM 1 MaB CHpPaBKHINA aHTJIHCHKUAN TyMOp, IO JYXKe ICTOTHO IS
PO3YMIHHS IPUPOIM KOMIYHOTO B HOTO TBOpax:

«What is Bertram doing so far from England, the land he loves so well?» [6].

Po3kpuTTS XapakTepy repost BeJIMKe 3HAYCHHS Mae B CTPYKTYpl poMaHy, HOTo
B3aEMOJII0 3 IHIIMMH JAiHOBUMHU ocobamu. Maibke yci mepcoHaKi HECYTh TEBHE
imeifHe HaBaHTAXEHHS, 1, 3PO3YMLIIO, B TIEPIITY YEpry, IIe CTOCYETHCA TOJIOBHUX I'€POiB
— Jlxwup3a Ta Byctepa. JIDKUB3 sIK MO3UTHBHHUI I'epOii CBOTM XapaKTEpPOM, IHTEICKTOM,
MOBHHM IOPTpEeTOM 1 00pazoM niif mpoTtuctaBiernii beptpamy Byctepy — 00’ exTy
OCMISIHHSI: SICKpaBHH IHTENEKTyall, HaunTaHWi 1 ocBiueHnid J[kuB3, ineanpHuil Ka-
MepAMHEp, TCHUXOJIOT, CHibHA 0c00a, CTpUMaHUil 1 HebaraTocJBHUM, 3 Ayxe o p-
MaJIbHUM CTHJIEM MOBH, 3JaTHHH 3IHIIATHCS HEOMITHUM i3’ BISITHUCS HECTIOAiBa-
HO B HAaHMOTPIOHIIMI MOMEHT, KOJIM IIOTPIOHA HOoro qonomMora abo mopajna, 3aBxan
BBIWIMBHY 1 HE3BOPYIIHUIA, 3 OHOTO OOKY, 1 TOCEPEIHii, 0OMESKSHUH B IUIAHI PO 3-
ymoBoi 3ai0HocTi bepti Byctep. Pazom BOHM mpencTaBisiioTh MepeBipeHuid 4acom
3HAMEHHUTHH KOMIYHHUH AyeT; ¥ X B3aeMOJii — iX Cuia, [0 a€ aBTOPOBI MOXKITHBICTh
BUTATATH KOMI3M 3 IIPOCTHX KUTTEBHUX MOJIOKEHb:

«I acted for the best, sir. [ think that both you and Lady Florence overestimated
the danger of people being offended at being mentioned in Sir Willoughby’s Recol-
lections. It has been my experience, sir, that the normal person enjoys seeing his or
her name in print, irrespective of what is said about them» [6].

Bararo kxomiunux curyaiit y tBopax 1. I'. Byaxay3a MoentorThest 3a J10110-
MOTOI0 aJIOTBMIB. SICKpaBUM MPUKIAIOM B 3B’S3KY 3 LIMM BHCTYIIA€ CaM I'OJIOBHUH
repoii — bepti Byctep. Komizm mossirae B Tomy, 1o bepTi BBakae cede J0AMHOO
HACTUTHKU JIOCBIAYEHOIO B MOJI], IO HABiTh HAZAUIIE cede MPaBOM AUTMTHCS CBOIMHU
3HaHHSIMHU 3 IUPOKOIO IyOITikoto. B To¥ ske uac, ynratodu poMaH, MU HEOTHOPa30BO
MepeKOHyeMOCS, 0 bepTi HaBITH HE B 3MO31 OAATHYTUCS 31 CMakoM 0e3 JOTIOMOTH
JbxuB3a. Takum 9MHOM, MU 3ycTpi4aeMocs 3 MPUHOMOM HEBIIMOBITHOCTI MDK JTyM-
KOO HAIlIOTo Tepost po cede 1 Horo peaabHUMH MOXKIIUBOCTSIMH, HAIPUKIIA:

«Oh, Jeeves, I said; about that check suit.
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Yes,sir?

Is it really a frost?

A trifle too bizarre, sir, in my opinion.

But lots of fellows have asked me who my tailor is.

Doubtless in order to avoid him, sim».

Bynxay3 psicHO BUKOPUCTOBYE CJICHT, XapaKTepHHI /11 OpUTaHCHKOT MOJIO i
30-x — 40-x pokKiB, HIOM 3aHYPIOIOYH HAC B aTMOC(epy TOro 4acy:

«An absolute cinch!» said Corky. The scheme, in itself a cracker-jack...»

«Bertie, I want you to meet my fiancée, Miss Singer» [6].

MoBa niepcoHaXIB i CaMOT0 OIOBiaua CTIOBHEHA YCTAJICHUX CIIOBOC IIOTy4YCHb,
(hpazeosOriyHNX OJMHUILIL, KIilie, (pa3oBHX IITAMIIB, KPWJIATHX BHpa3iB, MpHUC-
7B’ iB 1 IPUKA30K, HOJI HATPOMAHKEHUX OIMH Ha OJHOTO, III0 YTBOPIOIOTH XUMEPHI
MOETHAHHS, 1 [Ie Ha/lae€ M KOMIUHE 3By4aHHs:

«He’d cut me off with a bob» [6].

«The chances against my pulling it off seemed about three to two, and the
thought of what would happen if I didn’t gave me cold shivers down the spine» [6].

OpHak He TUIBKM MeTaOpUUHI CIIOYUYEHHS, IO TEePETBOPHINCS Ha KIIIIE,
BUKOPHUCTOBYE aBTOP ISl CTBOPEHHsI KoMiuHOTO. [lle OuibIie 11boMy Crpusic BUKOPH-
CTaHHs BIacHe MeTaop 1 MOPIBHAHD, IPUKPALIAIOYH 1 OKHBIITIOYM MOBY TBOPY:

«l'd have preferred an undertaker; but 1 told him to stagger in, and he floated
noiselessly through the doorway like a healing zephyr» [6].

[NnepOos TakoX BifIrpaloTh 3HAYHY POJIb Y CTBOPEHHI KOMIYHOTO e(eKTy.
Bynxay3 BUKOPHCTOBYE TiepOOIH MalHCTEPHO 1 TOPEIHO, Yepe3 0 BOHHU HE BHUTIIS-
JIAl0Th TPYy0O 1 HATyMaHo, a, HABIAKH, BUKOHYIOTb CBOE MPSIME [IPU3HAYCHHS:

«And when she spoke she showed about fifiy-seven front teeth. Yet every time
I look up and catch that kid’s vacant eye, I suffer agonies» [6].

TpOXl/I MCHII YaCTOTHUM € BUKOPHUCTAHHA aBTOPOM 3C€BIMU Ta CEMAHTHUYHO -
XHOHUX JaHIIOKKIB. [1im 9ac CIpUitHATTS 3€BIMU Yy CBITOMOCTI apecaTa BHHUKAE
HECTIO [iBaHa 3MiHA HECTIOPITHEHOCTI Ta OTIO3HIIIL:

— Oh, Gussie’s coming, is he? Well, give him my love.

— Very good, sir.

— And a whisky and soda...

KowMmi3M B poMaHax BU3HAYAETHCS 1y BUKOPUCTAHHI JI€CITIB:

«l crawled off the sofa.

Jeeves! I yelledy.
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[lincymoBylouM BHIIECKa3aHe, MOKHa CMUIMBO BII3HAYNTH, MO B TBOpax
[1.T".Byaxay3 mocsirae CTBOPEHHsI KOMIYHOTO e(EKTy 1 peasi3allii ipoHii He TUTbKH 3a
JIOTIOMOTOIO CHTYAIIITHOTO PIiBHSA, KOJM CTAHOBUIIE, B SKE MOTPAIUIAIOTH MTEPCOHAXKI,
came 1o co0i KymMeHe, aje i 3a y4acTI MOBHUX 3aC00IB Ha BCIX PIBHAX: JICKCHYHO-
My, (Ppa3eoIOTMHOMY, CHHTAKCUIHOMY, TeKCTyaTbHOMY Ta IHTEPTEKCTyaIbHOMY.

[poananizyBaBmm poMan Bynxay3a, MU mepeKoHaIMCs, 10 Y CBOiX TBOpax
aBTOP JIIOOMTH BUKOPUCTATH MOBHY Ipy, BiH Jedopmye icHyroui oauHuLi (paszeo-
JOT3MIB 1 Maike HIKOJIM HE KOPUCTYETHCA X 3BUYAHHNMM, CIIOBHUKOBHMH 3HAYCH-
HsimMu. KpiM Toro, aBTOp CTBOPIOE HOBI CJIOBA B MOBI, BUKOPUCTOBYIOUH ITiJ[ 4ac CJIO-
BOYTBOPEHHS MPOAYKTHBHI MOJENI CIOBOTBOPEHHSA. /NI MOCSTHEHHS KOMIYHOTO
edekry Bynxays BUKOPUCTOBYE BCUIAKI criocoOu i Ha piBHI TekcTy. Lle 1 moBTOp (1K
JMEKCUYHUHA, TaK 1 CTPYKTYpHHUI), 1 BXKMBaHHSA AlO3il 1 IMTAT, i CHHTE3 MOBHHX
cTuiiB, i maponis. OTKe, MU TPUHILUTM O BUCHOBKY, 1o ctwib [ I'. Bymxaysa
OLTBIIIOI0 MIPOFO 3aJEKUTH Bil cCaMOi MOBH, sIKa, OyIy9IH caMOOYTHIM «GKUBUMY O -
TaHI3MOM, € OJTHUM 3 TIEPCOHaXKIB HOTO KHHUT.
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CTWIICTUYHI 3ACOBH BEPBAJIBAI KOHIIENTY CMEPTh
V MOE3Ii ®@. IAPKIHA «NOTHING TO BE SAID»

BUBYCHHS MOHATTS «KOHIICNT» € HE HOBHM, MPOTE JIOCUTH TOIIUPEHAM Ceper

HaykoBI[iB. [TouaTok BMBUEHHSI KOHIENTY 3akiaB (inosnor ta ¢inocod C. O. Acko-
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JbJI0B CBOE€IO cTarTero « KoHIenT i ¢080y». 3ro[oM 4UCIIO JOCIIHUKIB 3HAYHO 3O C-
70 1 10 AckonbaoBa npueanamics /1. C. Jluxauos, FO.C. Crenanos, 3. JI. [Tomoga,
I. A. Crepnin Tomo. Kareropis «koHIen» Girypye B JOCHIIKEHHIX BYCHUX PI3HAX
cthep — dinocodii, TOTIKK, ICUXOJIOTIi, KYJIBTYPOJIOTii Ta iH.

3a C. O. ACKONBIOBUM: «KOHIIENT €CTh MBICJIEHHOE 00pa3oBaHue, KOTOpoe
3aMelraeT HaM B MPOIECCE MBICIH HEOTIPEIEICHHOE MHOXKECTBO MPEAMETOB OJJHOTO
u TOTO Xe poaay [1, 269-270].

Jmutpo CepriiioBrd JInxadoB po3yMiB KOHIIENT SIK «CBOET0 poJia anredpamnd e-
CKO€ BBIp@)KEHUE 3HAUEHHUS, KOTOPBIM YEJIOBEK OTIEPUPYET B CBOEH MMChMEHHOM P e-
YW, OCKUIBKH JIFOMHA HE BCTUTAE TIOBHICTIO OXOTIMTH 3HAYCHHS y BCiil HOTO CKIIaa-
HOCTI, IHOJ1 HE MO, a IHOJ1 IHTEPIIPETYE HOro MO-CBOEMY, B 3ICKHOCTI Bill CBOET
OCBITH, OCOOWCTOTO JOCBiNY, MPUHAISKHOCTI IO MEBHOTO CEepPeloBHUINa, mpodecil
Touio [2, 280].

Ilig gac BuBuenHs kouenty FOpiii CepriiioBny CtemaHoB mpuailtie darato
yBard JIHMBOKYJIbTYPOJOTIYHOMY acIeKTy, [Ie BCS KyJIbTypa PO3YMIEThCS SIK CYKYTI-
HICTh KOHIIEIITIB Ta BIIHOIIEHb MDK HUMU. 3a ciaoBaMu CTEaHOBa: «KOHLIENT — ITO
Kak ObI CI'YCTOK KyJIbTYPbI B CO3HAaHHH YE€JIOBEKA; TO, B BHJC Y€ro KyJIbTypa BXOUT B
MEHTaJIbHBIN MHp YeoBeKka. W, ¢ Ipyroi CTOPOHbI, KOHLENT — 3TO TO, HOCPEACTBOM
YEro YeJI0BEK ¢aM BXOJIUT B KYJIbTYPY, & B HEKOTOPBIX CIIydasiX U BIUsieT Ha HeE » [3,
43]. 3a yMOBH TaKOTO IIIX0y MOBa BUCTYIIAE JIUIIIC JOMOMDKHIAM 3aCO00M.

KoH1ient MoxHa BU3HAYUTH SIK TIOHSTTS, aJie MMOHSTTS, PO3IIUPEHE B Pe3yJibTa-
Ti yciel cyuacHoi HaykoBoi cutyautii. [IoHSTTs 6€3 TaKOro po3MIMpPEHHs — [ IPeAMeT
Hayku JIOTIKU. [TOHATTS « BU3HAYAETHCS», a KOHIETIT K[IEPEKUBAETHCS» . BiH BKITFOUae
B ccOc HE TUIBKH JIOTIUHI O3HAKH, ale W KOMIIOHCHTH HAyKOBHX, TICHXOJIOTIIHHX,
eMOIIOHAIbHUX Ta MOOYTOBHX sIBUII 1 cutyamid [4, 33].

KoH1ent He yKIagaeTbes B «kKapTHHLD a0 «miamuc». BiH — y BHyTpilIHbOMY
3’ €IHAHHI (3JIUTTI), SIKEe BIIOYBA€THCS Y CBIIOMOCTI JIFOJIMHH, SIKA CIIPUIMAE, YUTAE 1
JquBHUThCS. TOMy y 0aratboX BHUITaJKaX KOHIIENT BKKO a00 HABITh HEMOXKIIMBO Ha-
rimenyBatu [4, 137].

Anrmiicekuit moet XX cromirts @urin JlapkiH 3aiiMae yHIKanbHE Miclie y Tic-
JSIBOEHHIN JIiTEpaTypi Ta 3aciy’KHB PEITyTallil0 BEIUKOTO Toera cBoro vacy. [loesist
Jlapkina Oyma mpeaMeToM KXBaBO1 KPUTHKH, @ HOTO ECUMICTUIHUHN NOTIISAT Ha KHUTTS
CTaB KIFOUYOBUM Y Horo moesii. Maibxke yce, 1o BiH 300pakyBaB y CBOiX TBOpax, ic-
HYE y peallbHOMY JKUTTI, 1 IOETHYHA MOBa OyJia TOBHICTIO B35ITA 13 MOBCSIKICHHOTO

JKUTTA.
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Tsip ®irina Jlapkina «Nothing to be said» BxoanTs 1o 36ipku Bipms « Whit-
sun Weddingsy, omy0mikoBanoi 1964 poky. B 0CHOBI TBOPY JIGKHUTH i€t HEMHHYYOT
cmepri. Lle#t TBip HACKPi3h MPOCOYEHUH TYMKOIO PO CMEPTH Ta OE3TIYy3IICTh ICHY-
BaHHs. Outin JIapkiH He 3aBXkKIH 300paXKy€e KOHIIENT CMEPThY» IMPSIMO Ta 3p03yMIIO 3
HEPIIOTO MOTJIY.

Ha mouarky tBOpY € emirer «dark mornings», 3a 10IOMOT0IO SIKOTO TIOET Bep-
Oasizye KOHLENT «CMepTh». 3a3BU4ail MPUKMETHHK « darky BKnBatoTh, 11100 300pa3u-
TH CyM Ta BIACYTHICTh Ha[ii, a00 IIOCH 3¢ Ta JsgKaode. A it OUIBIIOCTI Jiro/iei
CMEPTH 3aBXK/U € HE3PO3YMLIOI0, HE3BIIaHOI0, 11 OOSTHCS, BBAXKAIOTh YUMOCH 3JIUM.
Jlo Toro X TeMHi KOJIbOPH, a 0COOIMBO YOPHUH, aCOIIFOIOTHCS Y JIFOACH came 31 cMe-
pTI0. Y TBOpI JIIOJH, IPOKHUIAIOYHCH, 3yCTPIUAIOTh TEMHI PAHKH, TOOTO TaKi, sIKi HE
JTATOTh Hafil Ha MIOCH OOpe Ta cBiTie. BapTo TakoX moAaTH, M0 BIpII HAMMCAHUHN Y
MICISIBOEHHUI MEPioJI, a OTXKe, JIFOASIM J00pe 3HAOMi 00pa3u CMepTi ITil Yac BO€H-
HUX JIiif, BTpaTi OJM3BKHUX Ta cTpax. ToX iX CBITOMICTIO BOJIOIE AyMKa PO Te, IO 1
BOHH CKOPO TIITYTh 3 KUTTSI.

V kiHui nepiuoi ctpodu € 1Ba CII0Ba, SIK1 € IPsSIMUAM 3ac000M BepOaizailii KoH-
LENTY «CMepTh», 11e — «Slow dying». ABTOp BHKOPHCTOBYE 1€l pSAOK JBIUi, 00
aKIIEHTYBATH yBary uMTaya, 10 KOXKEH MEePEeKHUBAE MPOLeC BMUPaHHs. AJie Ipolec
BMHUpaHHS MOBUTbHAHN. [lepmr HDK moMepTH, JoanHa, Ha AyMKy Dirina JlapkiHa, mo-
BUHHA PO34apyBaTUCh Y JKUTTI, IEPEHECTH CTPAXKIAHHS 1IbOTO CBITY 13pPO3yMITH, 1110
BOHA TaKOXX MOMpe, sIK 1 yci iHmi monu. Lle moBimeHUI mpormec 6e3riy3/10To iCHY-
BaHHSI.

Buxopucrtanns napanokcy «Life is slow dying» Takox e 3acobom BepOanizaril
KOHLIETITY «CMEPTH». ABTODP NPUPIBHIOE KUTTS JI0 CMEPTI, HE 3aJIMIIAI0YH HIIKOT Ha-
JUi Ha macyuBe KUTTs. Takuid XyI0xkKHIN 3aci0 € mapajgoKcalbHUM, ale y [bOMY TBO-
Pl BiH BIT4YBa€ThCs NOCHUTH NMpHUpoaHiM. CTae 3p03yMUIMM CBITOBIIUYTTS aBTOpa —
MECUMICTUYHE, HE3MIHHE, SIKE HATSIKAE, 110 aBTOP NPUHHSIB (aKT CMEPTI.

Ile omauM 3aco6om BepOam3armii cmepTi € cimoBo «deathy y Tperiit ctpodi:
«Hours giving evidence/ Or birth, advance/ On death equally slowly.». Boro npsmo
BKa3ye Ha MpOIIeC 3aKiHICHHS )KATTA. Y KOHTEKCTI IIe CJIOBO OB’ si3aHE 13 TBOMA Ha-
TSIKaMu Ha npodecii, siKi, Ha JYMKY JIpHYHOTO reposi, He noTpioHi moasM. Lle mpo-
(hecii, moOB’s13aHi 3 MEAMYHOIO Ta IOPUIUIHOIO ChepamiL.

«Means nothing» ta «Nothing to be said» Takox € 3aco0amn BUpa)KeHHsI KOH-
HenTy cMepti. Bonu penpeseHTyroth peaxiiito soaei Ha dakT «slow dying». Y nep-
IOMY BHIAAKy CMEPTh a00 MPUHHATTS 11 HiToT0 He 03Havae. JIroau He QOoKyCyIOThCA
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Ha Ll AyMIi TOBro, MOXYTh JIETKO 11 BIIKWHYTH Ta KWTU MIACIHBUM JKUTTAM. Y
JPYroMy BUIIQJIKY JIOJIH, SIKi, YCBITOMHUBIIM (DaKT CMEPTI, HACTUILKU BPakeHi, 110 He
MO’KYTh 3HAHTH CJIiB, 00 OMMCATH CBOI BiTIyTTS.

VY nexcumyHOMY HamoBHEHHI Bipia «Nothing to be said» MokHA BUAUATH Bifl-
CYTHICTh MMO3UTUBHOI JEKCHUKH, HASIBHICTh TTOOYTOBHX Ta MOBCAKICHHUX CJiB. BapTo
3a3HaunTH, mo Purin JlapkiH cTBOPIOE HOBI CIOBA NUIIXOM IOEIHAHHS JIBOX CIJIIB!
«Small-statured», «cross-faced», «cobble-close» ta «mill-towns». BHacIIOK TakoTro
MOETHAHHS YTBOPIOETHCS YHIKANIbHA aBTOPChKA JICKCHKA, KA TOTTOMArae po3Ii3HaTh
CTHJIb aBTOPA.

Bipm HacwueHnii OararbMa CTHJICTHYHUMH 3aC00aMU, IO JOMIOMAararTh aB-
TOPOBI MIIKPECINTH BXKIMBICTh CBOTX JIyMOK Ta Kpallle JOHEeCTH iX 10 uutada. Ce-
pen Takux AOTIOMDKHHX 3ac00iB MokHa Ha3BaTh: mapanokc («life is slow dyingy),
puropnune npumnymeHHs («Nothing to be said»), emirern («small-statured cross-
faced tribes», «cobble-close families», «dark mornings» Ta «separate ways»), pe-
tdper («life is slow dying», «For nations vague as weed, / For nomads among
stones»), nopiBHsiHHS («vague as weed»), amrepauito («Small-statured cross-faced
tribes/ And cobble-close families»), eminc («Hours giving evidence / Or birth»)
TOLIO.

OTKe, KOHLENT «CMEPTh» MPOCTEKYETHCS MPOTATOM BCHOTO BIpIIa, IO Ja€
3MOI'y YHUTaueBi Kpaile 3pO3yMITH HOro CEHC Ta 3pOOWTH BJIACHI BUCHOBKH ITICIIS
NPOYHUTAHHS TBODY.

BIBJIIOT'PA®IYHI TTOCUJIAHHA
1. AckosbioB C.A. Konnen 1 ¢iioB0o// Pycckas ciioBecHOCTh: OT TEOPUU CIOBECHO-
CTH K CTPYKType TekcTa: Antosorusi. — M.: Academia, 1997. — C. 267-279
2. Jluxaues []. C. Konnenrocdepa pycckoro sizpika// Pycckast clIOBECHOCTB: aHTOJIO-
rust / nox pen. B.IL. Heposnaka. M.: Academia, 1997. — C. 280-287
3. CrenanoB lO. C. Konctantsl: CioBapb pycCKOW KylbTyphl: 3-¢ u3l. - M.: Akaje-
Mudeckuit mpoekT, 2004, c. 42-67.
4. Crenanos 0. C. Konuenrsl. ToHkas rmieHka nuBuan3anuu// SI3bIKA cl1aBIHCKUX
KyImbTyp. — Mocksa. — 2007. — 603c.
B.O. Icait

MOBHI3ACOBU 3B SI3HOCTI Y HOEMI « BE3TIJIITHA BEMJISI» T. EJIIOT

OcHOoBHUM 3aco00M BepOalbHOI KOMYyHIKamil € TeKcT. 3a BH3HAYCHHSIM

I.P. labiiepyHa TEKCT — 11¢ BUTBIP MOBJIEHHEBOTO TPOIIECY, IO BI3HAYAETHCS 3a-
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BEpILCHICTIO, 00'€KTUBOBAaHWI y BUIIHAI MUCBMOBOTO JOKYMEHTA, JITEPaTypHO
OTIpalbOBAHUI BIMNOBIIHO O TUIy AOKYMEHTA, BUTBIP, SIKUI CKJIAIAETHCS 13 3aro-
JIOBKA 1 PALY 0COOJIMBHX OJUHHUIH 00' € THAHUX PI3HUMH THIIAMH JIEKCHIHOTO, TpaMa-
TUYHOTO, JIOTTYHOTO, CTWJIICTHYHOTO 3B'SI3Ky, 1 Mae MEBHY NUIECTIPSIMOBAHICTH 1
MparMaTUdHy BU3HAYEHICTH [3, 139].

Tekcr, ocobimBo XynoxHiid, Ha 1yMKy A. 1. 3arniTka, ckinagauii i 6araroria-
HOBHH, OCKUIbKM 3aBIaHHSIM HOTO IHTEepIpeTalil € BUSIB MakCUMyMy 3aKJIaJICHUX Y
HBOMY JTyMOK 1 ITOUYTTIB Xy/10’)KHHKa (aBTopa). O/Hier0 3 HAHBaKINBIIINX KATer0-
piii TekcTy € 3B'A3HICTD, SIKa 3yMOBJIIOE€ PO3BUTOK TEMH Ta 3a0e3Neuye LHUTiCHICTb,
IHTETpaIifo TeKCTy. BoHa BUSABIAETHCS Y TIPOIIECi CTPYKTYpYBaHHS TEKCTY, ITOETHAH-
HSl OTr0 YacTHH Ta eIeMEHTIB. Uepe3 3MICT KOHKPETHHUX PCUCHb YCBIIO MITFOFOTHCS
B3a€MO3B'SI3KH MDK 9aCTHHAMHU TEKCTY, CTA€ 3PO3YMLUIMM HOTO TTOOAIBHUI CMUCI,
TOJIOBHA i7les peYEHHS UM CKJIHOTO CHHTAKCHYHOTO IUIOr0. 3B’ I3HICTh — II€ KaTe-
ropis CeMaHTHKO-TPaMaTHYHOTO, CMUCIIOBO-CTPYKTYPHOT'O aCHEKTIB TEKCTY, ITOKa3-
HHMKaMH SKOT BB@XKAKOTHCS MOBTOPH, CUHOHIMH, MAPOHIMH, OJTHOTEMHI 1 JeHKTHYHI
CJIOBA TOILLO. 3B'A3HICTh BCTAHOBJIIOETHCS HA OCHOBI HE MEHIIE K ABOX ITOCIIIOBHUX
pedeHb. 3a OCTIHKEHHSIMH ICUXO0JIOTIB, 3B'SI3HICTH PO3IIOBCIO/KYETHCS, SIK IIPABHJIO,
Ha 3—>5, aje He Oulbllie 7 MOCIIOBHUX PEYEHB, II0 3YMOBJICHO BEPXHBOIO MEXKEIO
00csTy ornepaTUBHOT TaM'Ti IFOAUHN. PopMabHY 3B'SI3HICTh TEKCTY HA3UBAIOTH KO-
resiero (B, [lpecnep), 3oBnimHbor 3ymTicTIo (K. KosxeBHIKOBa); 3MICTOBY
3B's13HICTE — KoTepeHTHICTIo (B. [pecnep), BuyTpimmboro 3mricTio (K. KoskeBHiko-
Ba), iHterpatuBHicTio (I. P. ['anpnepin) .

IcHye nBa Buam 3B’A3HOCTI: eKCIUTIMTHA 1 iMIUTIUTHA. Jl0 €KCILTIUTHHX 3a-
c00IB HaJIEKATh:

1) nekcuuHi (MOBTOPH, OJTHOKOPEHEBI CIIOBA, OJTHOTEMHI CJIOBA);

2) rpamaTiy4Hi (MOPIBHSUIbHI KOHCTPYKI, CIIOJYYHHUKH, CIIOTyYHUKOBI CJIOBA,
0c000BI Ta BKa3iBHI 3aiIMEHHHKH, Y3TOJDKEHHS 4acy 1 CTaHy, CTYIEHI IOPiBHSHHS);

3) cuHTaKCHYHI (TIOPSAAOK CIIB, TOPSAJOK MOETHAHHS YacTHH, (PparMeHTiB).

Jo iMniinuTHUX 32c00iB 3B’ SI3HOCTI HAJIEKATH:

1) rpamMaTH9Ha IMIDTIUTHICTH — B OJJHOMY YH KUTBKOX PEUEHHSIX MPOIYIIeHi
CJIOBA;

2) ceMaHTHMYHA IMIUTIUTHICT — Y TEKCTI BiICYTHI ofHEe ab0 OiIbIe peducHb,
YaCTHUHHU PEYEHb, SIKi eKCIUTIMTHO MICTATH iH(OpPMaILio, BIACTHBY NIEBHOMY TEKCTY;

3) noeAHaHHS TPaMaTUYHOT 1 CeMAaHTHYHOT IMILTIIUTHOCTI [6, 247].
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VYcini 0co0nMMBOCTI 3B’ I3HOCTI TEKCTY MU MOKEMO JOCIIIUTH y TToeMi Tomaca
Eniorta «be3mutinna 3emist». Tomac Ctepns Enmior — amepukaHo-OpUTaHChKUIT TIOET,
JpaMaTypr i JiiTepaTypHUi KPUTHK, IPEACTaBHUK MoAepHi3MY B moe3ii 20 cT. Y 1922
p. BUHIIOB y CBIT, Ha IYMKy KPUTHKIB, Haiikpanwii TBip ExmioTa, sikmii BioOpa3us
IHTEeNeKTyalbHi HAacTpol Hiioi emoxm, — moema «be3mminHa 3eMist»y. Y 1miif moemi
EnioT noetn4Ho peainizye KajJeHIapHUH pUTYyall “‘CMEPTh-BiIPOKEHHS Yepe3 MeTa-
¢dopu [5, 197].

Y noemi BUKOPUCTOBYIOTHCS TaKi eKCTUTINTHI BUAN 3B’ I3HOCTI:

1) nekcu4HUI NOBTOP (aHAOPUUHHN):

Goonight Bill. Goonight Lou. Goonight May. Goonight. / Ta ta. Goonight.
Goonight. / Good night, ladies, good night, sweet ladies, good night, good night;

2) emipopUUHUI TOBTOP:

A crowd flowed over London Bridge, so many, /I had not thought death had
undone so many;,

3) moBTOp 0COOOBUX 3aMEHHHUKIB:

You know nothing? Do you see nothing? Do you remember?

4) mopiBHSAJIbHA KOHCTPYKILIS:

- One of the low on whom assurance sits / As a silk hat on a Bradford million-
aire...

- Above the antique mantel was displayed/ As though a window gave upon the
sylvan scene...

- The Chairshe sat in, like a burnished throne, / Glowed on the marble, where
the glass / Held up by standards wrought with fruited vines ...

- At the violet hour, when the eyes and back/ Turn upward from the desk, when
the human engine waits / Like a taxi throbbing waiting...;

5) MOBTOP 3BYKIB:

Summer surprised, dead land, little life, roots rain, winter warm;

6) OBTOpEHHS MpeQiKCy un, MO Ma€e IBI OCHOBHI MOP()OJIOTIUHI (PYHKIII: STK
npedike, M0 BUpaXKae 3anepeueHHs, 1 sk mpedike, M0 BUPAKAE 3MIHY:

Unstoppered, unheard, unshaven, unreproved, undesired, unlit, undid;

7) cTyTieH] MOPIBHIHHS

- Madame Sosostris, famous clairvoyante, / Had a bad cold, nevertheless / Is
known to be the wisest woman in Europe...

- I who have sat by Thebes below the wall / And walked among the lowest of
the dead....
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ABTOp BUKOPHCTOBYE B IMOEMi OTHAKOBHI T'paMaTnaHu dac — Present Tense.

IMITIUTHICTH MO0Y10BH TEKCTY TiCHO 3B’SI3aHA CTPYKTYPOIO 3 OEMOIO0,
sika BimoOpakae QparMeHTapHICTh 1 XaOTHYHICTH (OPMHU, IO MEPETAIOTh Xa0THI-
HICTh TOCBiNy 3BUUaitHOI Jonuuu [1, 144] .

MertaopHuyHICTB € OJHUM 13 3aCO0IB IMIUTITUTHOT 3B’ I3HOCTI TEKCTY, 00 BOHA,
SIK TIPABHJIO, TIOB’ S13aHa 3 CEMAaHTUYHUMH 3P YLICHHSIMH, 110 TPU3BOJIHUTH /10 J10AATKO-
BOT €KCIPECUBHOT HACHMYEHOCTI TEKCTY B 1tomy [2]. Hanpuknan, HaliuacTiie aBTop
BUKOpHUCTOBYE Meradopuunnii eniter “the dead land” mpoTsrom yciei moemwu, mio
JIEMOHCTPYE LUK PsiZi CEMAHTUYHMX Ta CTUIIICTHYHMX BIATIHKIB. Lle pazom cTBOpioe
HEOoOXImHICTh HocimkeHHs moetnaHoro TBopy T. C. EmoTa “The Waste Land”,
Jie MeTa)opu BUCTYNAIOTh IHCTPYMEHTOM 3B’ 13Ky TEKCTY, 32 JIOLIOMOTOIO SIKOTO T0-
OynoBaHa KOMITO3HITSL TBOPY a TAKOXK TEPEIAETHCs HOTO CEHC.

Omxe, HalOUILII THIOBUMU JJ1s1 oemH T. Emiora «bBe3mmigna 3eMist» € Taki
eKCIUTIINTHI 3acO0U 3B’ SI3HOCTI IK aHa)OPUIHHNA Ta emipOPUIHHUN TOBTOP, TOBTOP
0C00O0BHX 3aMEHHUKIB, TIOPIBHIIbHA KOHCTPYKILS Ta 3BYKOBI IOBTOPH. A 710 IMILTI-
IUTHHUX 3aCO0IB 3B’S3HOCTI HallOXKaTh MeTapOpHUHICTh Ta norop Tpomie  (dead
land).

BIBJIIOT'PA®IYHI ITOCUJIAHHSA

1. bk M. Meradopa. Teopus merapopst. AH CCCP: Cepust mutepaTypsl U sI3bIKa,
1967.
2. Epemuna B. N. Meradopudeckuii snurer (13 mo3tuku Gonbkiopa). Mocksa: 13-
Bectus, 2001.
3. lampmiepun WM. P. TekcT kak 00BbEKT JIMHTBUCTHYECKOTO MCCIIeNOBaHMI. MOCKBa:
Hayxa, 1981.
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A. P. KpaBuenko

JIHIBOCTWIICTUYHA ITPUPOJIA TIOE3IH MTOJIK MIEH
HA MATEPIAJII 3BIPKH “THE MAN WHO WAS MARKED BY WINTER”

VY wii cTarTi poOUTHCS cpoOa KPUTUIHOTO OTIIAY TTOSTHIHOTO TIOPOOKY C Y-
yacHoi ipianjckkoi nuchbmeHuutll [lonu Mien. Takox aBTop Mae Ha MeTi poaHaJii-
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3yBaTH CTIJIICTHYHI 3aCO0H, 10 SIKMX BIAETHCS aBTOPKA B MOE3il 3 METOKO PO3KPUTTS
JHHMBOCTUITICTUYHUAX OCOOJIMBOCTEH Y MOSTHYHHUX TBOPAX.

[IpoBoasYM NHTBOCTWIICTUYHAN aHATI3 TOSTUYHOTO TEKCTY, MU TMOBHHHI
CHIBBITHOCHTH 3MICT TEKCTY, CHCTEMY Horo oOpasiB, iieiiHy CIpsMOBaHICTb, EMO-
iliHYy 3a0apBICHICTH 3 HOTO MOBHOIO (HOPMOI0, TOOTO PO3TIITHYTH, SIKUMHU 3aC00 aMu
MOBH IIEPEIAETHCA T€, IO 3aKIAJCHO B 3MICTI TEKCTY.

Tak, nel JHrBOCTWIICTHYHUN aHali3 0a3yeThCsi Ha MOCTHYHHMX TBOPIHHSX
Iom Mien “The Statue of the Virgin at Granard Speaks” (“Craryst /liBu MOBHTB Y
I'panapai”), “Buying Winkles” (“Kymytouu Jliropuny”), “The Pattern” (“3pazok”™),
aKi € gactrHOTO 30ipku “The Man Who Was Marked by Winter” (“JIroguna Bin3Ha-
YeHa 3UMOI0”).

TBopuicts [lomr Mi€eH € gyke akTyaTbHOIO JJIs ChOTOJEHHS He TUTbKHU IpiaH-
i, a ¥ yciei €Bponu. BoHanoeinye y cBoii moesii Te, 1110 TpUMae YyuTada y Harp y3i
BiJl CaMOT0 IMOYaTKy 10 OCTaHHBOTO CJIOBA.

[pucTpacts 10 crpaBeUIMBOCTI, KA JEKUTH B OCHOBI IIOETUYHOTO J0POOKY
MieHn, € Tot0, sika BUMarae BIKPUTOCTI BiJ| IHIIUX. AJle TaKMi CTaH BIIKPUTOCTI BH-
SBISIETHCS] OUTBII CKIIAAHUM Yepe3 TPY/IHOII BCTAHOBJICHHS YiTKOi TOUKH 30pY BiJl-
HOCHO ce0e, TIOBHOTO PO3yMiHHs Toro, mo "st" € Hactpasi. s MieH, ycBimomie H-
Hsl IPOOJIEMHOT0 XapakTepy CaMOINPe3eHTALIil 3aB)KI1 BUXOIUTh Ha TEPLINi TIIaH.

V Bcix Tpbhox noe3isx [losga MieH BUKOPHCTOBYE MPUioM yocoOJieHHS (Tiepco-
Hi(iKarlii), 0 YITKO MPOCTEKYETHCS Bil CaMOr0 MOYaTKy A0 KiHmd. el cTumicTiy-
HUW TIPUIOM € HallpO3MOBCIOKEHIIIMM Y 11 TBOPUOCTI.

VY noesii “The Statue of the Virgin at Granard Speaks” nepcowidikaitis € 0CHO-
BHUM CTHJICTUYHUM 3aco0oM. IIncemennuist poourts craryio boropoaumi >k MBo1O,
1110 /1a€ T 3MOTY pO3IOBICTH PO Te, 10 i1 XBHUII0e. BoHa kpuTHKye pernirito (1o e
Ha KOHTPACTI 3 THM, II0 TOJIOBHUH IIEPCOHAX TIOSTUYHOTO TBOPY — PEJIiriiiHa CTaTyst)
Ta COLIATbHI YCTAaHOBH JIFOICH.

[NounHaeThCs BIPII KAPTHHOIO OIKCY TIOTOJIH, KA BUPYE B ipJIaHACBKOMY Mic-
teuky ['panapai. ToH aBTOpKHM 0/pa3y HaJAlITOBYE YUTaua HA MOTPIOHWH HACTPIi,
BXKE OPazy 3pO3yMLIO0, IO BIpIII CKIaTHMUMA Ta 9yTTeBUiA. OHA 3 0COOIMBOCTEN CTH-
o [Toym Mien — moxmypa atmocdepa.

«November wind sweeping across the bordery / « Bimep nucmonaoa nepemu-
HaE KopOOH» — TYT aBTOPKa BIAETHCS JI0 BKMBAHHS NepcoHidikallii, Hajadn Bitpy
OUIBII JIFIOJICHKOT XapaKTepUCTUKU. «[ts seeds of ice» / « Bin cie 1i0» — 3HOBY PO3TJIsi-

JAETHCST 00pa3 BiTpa, sIK yoCcOOJICHHS o uHA. Mi€H 1oKa3ye, 1o Bitep Hade pepmep
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— ci€ I, KU MOYKEe HAHECTH IIKO/Y. 3aBIsIKH TAKUM BITyYHUM OIMCAM YHTad OJIp a-
3y ONUHAETBCS Yy arMocdepi MPOHU3INBOTO KOBTHEBOTO BITPY, SIKMH MpoOHpae 1o
KicToK. «On the wind that carries intimations» — y IIbOMY PSAIKOBI 3HOBY ITiIBUIITY-
€THCSI CUJIA BITPY 3a JJOTTIOMOTOI0 XY/I0KHBOTO yocoOJieHHsI. BiH Hece oBimoMIIeHHs
3 pBBHUX KYTOUYKIiB KpaiHM, MICTa, BIH CIIOCTEpIrae 3a pyTHHOIO XuTemB [ panapaa ta
PO3MOBiNae Npo e cTaryi.

Jauni Bxe 3’ IBISIETHCS TOJIOBHA TePOTHS TBOPY— cTaTys boropoauiii:

Even wild things gone to earth, and 1

Stuck up here in this grotto, without as much as

Star or planet to ease my vigil.

Bin imeHi craryi e MoBa y IIbOMY BipIll, BOHA yce [oMiuae, yce 0auuTh Ta
BiUyBa€, M0 BXKE YHEMOJKIMBIIOE IO CHUTYaIlifo, 60 cTaTys 3po0JicHa i3 KaMEeHIO.
«And I stuck up here in this grotto» / «I 51 6cmanoénena 6 ybomy spomi» - BOHa CTpa-
JKJTa€ Bill TOTO, IO 3aCTPSTIA Y CBOIH KAMIHHIA OCHOBI, III0 3HOBY MOKA3ye€ PeIIHITi€ H-
TY YITKO BUP&XEHE YOCOOJICHHS, SIKe BUKOPUCTOBYE MUChMeHHHUIL. CaMOTHs, BOHA
x0ue, o0 «3ipka abo raHera noJsermmiy il 6e3coHHs». Lle To Hkuit HaTsK Ha Te, 1o
CTaTysl HEKATOJIMLBKOTO OXOKSHHS.

«Trees cavort in agony as if they would be free» — y 1bOMy PSAKY IPOCTEKY-
€ThCS1 OKCUMOPOH. JlepeBa ckauyTh y aroHii, Lie Te, M0 He MOKe BKJIACTHCS Y TOJIOBI -
CKakarH BiJl CTPAILICHHOTO OO0JII0 Ta MYK.

Takox TPUBOXKHOIO € (hpa3a BITHOCHO «pi3HHUX iMeHa boray, mo cBITIuTH Mpo
JIOCUTh YHIBEpCATICTChKHIA (200, MOXKIIMBO, aT¢icTUYHMI) O Ha penirito. Cra-
Tysl CTBEPJIXKYE, IO JIIOAH BKe 320y, 10 Take PENiris, BOHH BUKOPHUCTOBYIOTh M’ 5
Bora, 106 npocuTH 6JIaroCIOBEHHS IS JKAXIUBHX PeUeH.

VY ocTaHHIX psjiKax HAWOUIbIE TPOCTEKYETHCS MepcoHidikaiis cTaTyi, sKii
HAJIAIOTHCS JIFOJICHKI prucy. YuTad i paHie noMidas 1ie, 60 oapasy 0yso 3p03yMiio,
10 PO3IIOBIIb BEAETHCS Bil IMEHI HOKHMBOTO MpeaMery. Ajie TyT BOHAa MOBHUTH PO
pyXH Tak, HiOM BOHA MOTJIAa TIOBOPYXHYTHCS, HIOM MOTJa TOTIOMOTTH BPATYBaTH Ty
JUBYMHKY, aje He 3po0uia 1boro, HaBiTh He nonpoxana ['ocrnoxa, 10 sikoro 3BepTa-
I0TBCS yCi skuTen micTa. Lle me pa3 mae minTBepKeHHs TOMY, IO HisKi MOJWUTBH HE
JIOCSITaroTh Heba, He I0CSTaloTh CBOTO ajpecara.

On a night like this I number the days to the solstice

and the turn back to the light

O sun, centre of our foolish dance,

burning heart of stone,
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molten mother of us all,

hear me and have pity.

Huvu pankamu 3aBepmryetbest Biput [lomm Mien. Tyt mu 6aunmo, 1Mo craTys,
Ky BBKalOTh MOTYTHBOIO Ta CBSITOIO, OJlarae mpo MuIiicTh Haja coboro. CoHIle, sike
BOHA TaK0 OTOTOXKHIOE BOJIHOYAC 3 YMMOCH BEIMKHM Ta Oe3rnomiuauM. Lle Bce 30-
Opaxyerbes Ha KoHTpacTi. «O sun, centre of our foolish dance, burning heart of
stoney - BAKOPUCTOBYIOTBCS CITITETH, MiICUIIOI0YH Y1 PUMEHIIYIOYH MTOHATTS CO H-
1151, MeTaopa, KOJIM I «CEepIIeM i3 KaMEeHIO» MaeThCs Ha yBasi coHIe. « Hear me and
have pity» - e QiHaTBbHA (pa3a Bipiia, sSKa 3aIUIIAE YUTaya y po3aymax. Crarysi,
sIKa JUTA YCIiX € TPUKIIQJ0M 90TOCh HAWBHUINIOTO Y JKUTTI, BOHAa O€3CHIIbHA 1 BOHA X0Ue,
100 i1 mouynM Ta 3KAMMIKCS HaJl HEIO 1 TUM, IO BiIOYBAETHCS HABKD yT'H.

Yacro ii moesii € aBToOiorpadiuanmu, Hanpuknan sk “The Pattern”, ne BoHa
PO3MOBiae Mpo BiTHOCHHM 31 CBOEIO MaTip 10. Ha3Ba Bipmia Bxke € ipoHiYHOIO, 00
MUCHMEHHUIIS OITUCYE CKIJIAIHI CTOCYHKH, SIKi CKIamucs y il cim’i.

Little has come down to me of hers,

a sewing machine, a wedding band,

a clutch of photos, the sting of her hand

across my face in one of our wars

3a IOmoOMOror KJIIMakCy BOHA IIBOJUTH HAC y KiHIIl CTAaHCH IO PO3YMIHHA
BITHOCUH MDK JUTHHOO Ta MaTIp 10 («6i0OUmMOoK it pyku Ha mMoemy o0nuu4iy) Ta 3a-
JTa€ UM aTMoc(epHHIt TOH TMoe3ii.

“Did her mirror tell her what mine tells me? "/ “Yu it 03eprano nokazye meoic
came, wjo Moe 2060pumsv MeHi? "— aBTOp OOITHCS CTAaTH TAKOIO XK XKIHKOIO, KOO Oy-
Ja 11 MaTu.

If I swam like a kite too high

amongst the shadows on the ceiling

or flew like a fish in the pools.

MieH BUKOPUCTOBYE TIOPIBHAHHS, 00 MINCHIINTA KyJIbMIHAIIO TBOPY. YnTay
PO3yMi€, 110 TepPOTHS Moe3il HaMaraeTbCsl 3 YCIX CHJI BTEKTH BiI I[bOTO 3pa3sKy, mao-
JIOHY JKUTTSI, SIKMI BOHA MaJia, ajle BOHA BCE OJIHO MOBEPTAETHCSI /10 1ILOTO, [0 YATAY
PO3yMi€ 3 OCTAaHHIX PSAIKIB MOe3ii. Bipmr po3kpuBae oJiHy i3 HAUTOCTPININX COINATb-
HUX TIpoOIIeM — OaThKIB Ta JIITEH.

“Buying Winkles” — Binpi3Hs€TbCS Bin mepumx qBox noesiid. lle yapisna mo-

JOPOX AWTHHHU Yepe3 cipe MICTo, alie AUTAYA YsiBa PO3MATIBOBYE yCe HaBKOJIO Ta Oa-
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YUTh Te, 40oro Hacrpasni Hemae( “I'd dash from the ghosts on the stairs”/ “A emeuy
610 npueudie Ha cxooax”’). Tak MieH BIITBOPIOE JKary J10 KUTTS Ta YCbOTO HOBOTO.

The winkles

would be wet and glisten blue like little

night skies themselves.

VY noesii 0e3:1i4 HOPIBHIHB, MO0 OKMBUTH MICTO Ta TIOKa3aTH Oe3rpaHHy (aH-
Tazito. Jns qutunu «aimopunu 6y0yme Mokpumu ma 6y0yme oauwjamu, ik MaieHbKi
Hiuni Hebecay. “The sweetest extra winkle that brought the sea to me” / “Haticonoowi
Jimopunu, sAKi mope meni nooapysaio” —MieH 3HOBY BUKOPHCTOBYE IPUIIOM T1epCo-
Hiikartii, 100 0XKUBUTH TIPEIMETH Ta HamaTH OUThIOI anTacTHIHOCTL. Lt moesis
JIOBOJUTH Te, 110 MieH OararorpaHHa Ta BTUIIOE Y CBOIO TBOPYICTh Halipi3HOMaHIT-
HIIIT TeMH, SKi 3MOXKYTh IIPUBEPHYTH yBary KOKHOTO.

[osa MieH moegHye y CBOT# TBOPYOCTI CTUIBKH PI3HOTO. Y HEi € 1 UiTke Harli-
OHaJbHE MIATPYHTA, IO BHP3HSE 11 TBOPUICTH 1 MTHOCHUTH HA ipJIaHICHKOMY JITepa-
TYpHOMY TTOCTaMeHTi. BOHa cTBOpIOE CHIIBHY MOE3i0, sIKa MOXKE JOTOPKHYTHUCS 10
ceplsl KOXXHOro 4urtada. BoHa MoOpyIiye TSDKKI TEMH COLUABHOTO, PENrifiHOTO Ta
HallOHAIFHOTO XapakTepiB. Lle € BUpa3HOIO 0COONMBICTIO MoeTecH, 10 BUPBHSIE 11
MOMDK IHIIMX Ta pOOUTH 11 TBOpPUICTH Ayxke akTyanbHOlo. [loesii MieH npuramaHHi
TNICBHI KOHIICNTYaIbHI PUCH 3AJICKHO Bill OCHOBHHX XapaKTEPUCTHUK CTHIIIO aBTOPY, 1€
MOBUa3HHH (II03aMOBHUIT) KOHTEKCT CIIYTY€ ITPU3MOI0, Yepe3 KOTPY IepeOMITIOET b-
¢4 crieruika BUpakeHHsT 00pa3iB y BipII Ha IUBIXY A0 BITTBOPEHHS YUTAUCM.
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3. Paula Meehan The Man Who Was Marked by Winter. Cheney, WA: Eastern Wash-
ington UP, 1991, 1994.
€. /1. JIscota
JIHI'BOKYJBbTYPOJIOI'TYHI OCOBJIMBOCTI
AMOHCBHKHX TA YKPATHCHKUX YAPIBHUX KA30K
UYapiBHi HAPOIHI KA3KU 3aBKAH OYJIM HEBil' €MHOIO YaCTHHOIO HApOIHOTO (o-

JBKIIOPY, aJKe 32 OCHOBY CIOXKETYy 0ararbOoX 3 HHX B3STI CTapOJaBHI BipyBaHHS Ta
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JIETCHIN, IO CTall «HApDKHUM KaMEeHEM» y HapOIHIA TBOPYOCTIL. Birdu3HsaHi Ta 3a-
pyODbKHI OBKIOPUCTH BEAYTh TOCIIIKESHHS Y il raiy3i IJisl TOTO, 100 BiAIlIyKaTh
TeHETUYHE MOXO/KEHHSI MOTHBIB 1 CIOXKETIB (JOJILKIOPY Ta AOCTIUTA (PEHOMEH CIO-
PITHEHOCTI YapiBHUX HAPOHHX Ka30K y PI3HUX YaCTHHAX CBITY, 30KpeMa SIOHCHKHX
Ta YKPaiHCbKHUX.

YcHa Hapo/iHa TBOPYICTH BKIIOYAE B ceOe SIK MOBY, TaK 1 KyJIbTYpY, SKi TICHO
MOB'sI3aHi MK c00010. JIOCIIIKEHHSIM TIPOSIBIB KYJIbTYpH HApOy, SIKi BiiOMIUCs Ta
3aKpIUINCS B MOBI, 3aiIMaeThCs TaTy3b JIHTBICTHKY, 10 BUHHUKJIA HA TIEPETHHI JIHT-
BICTHKH Ta KYJIbTYPOJIOTIi, — JIHIBOKYJIBTYpOJIOTis. MOBa 1 KylIbTypa 3HaXoIsThCS B
onHiit cucteMi. HamioHansHi popmu OYTTS CYCHUTbCTBA BIATBOPIOIOTHCS B MOBI, TaK
caMo, sIK i MOBHI 0COOJIMBOCTI IIEPETBOPIOIOTHCS Ha KYJIbTYPHI LIHHOCTI HAPOIY — 1€
Bce yBiOpaB y cede GoapKIop.

@DoNBKIIOp — 1€ CYKYIHICTh JIaBHBOT YCHOT HapOAHOT TBOPYOCTI, SIKa HE MOXKeE
icHyBaTH 0e3 COIliyMy Ta HE CTaBUTbh 32 METYy CTBOPIOBAHHS YOTOCH HOBOTO, ke Bi-
JITBOPIOETHCS 3aB/ISIKN KOJIEKTHBHIHM JTyMIIi Ta OPIEHTY€ETHCS HA Oararopa3oBe BiITBO-
pennst Bxke icHytodoro [3]. Lle siBuiie 3acHOBaHe Ha HAWIABHIINX YSIBICHHSIX JIFO]H-
HHM TIPO HAaBKOJIMIIHIA CBIT 1 JaJI0 MOYATOK JIiTeparypi B3araii. Y JaBHHHY TEKCTH
TBOPIB HAPOHOT TBOPUOCTI BIIrPaBAIK POJIb OOPSITOBUX, PO3BAKAILHUX, BUXOBHHUX
TEKCTIB 1 OyiM Ha TOH Yac OJTHUMH 3 OCHOBHHMX KaHpIB. 3apa3 aeski QyHKuil Gposbk-
JIOPY 3TUIIIKCH HE3MIHHMUMH, MPOTE HAOYJIM TAKOXK 1 MIHHOCTI B HAYKOBUX JOCIIi-
JDKSHHAX, SKI NPOBOAATBHCS 3a/JI1 BCTAHOBJIGHHS OCHOB Ta JKEpElN JITepaTypHHX
TBOPIB Ta HAPOJIHUX YSIBJIEHb IIPO CBIT.

OmHiero 13 BaXXIMBHUX CKIATOBHUX (OJIBKIOPY € Ka3Kka. B ykpaiHCHKiif MOBI 1mO-
HATTS «Oaiika» Mae Take came 3HaYeHHs, SIK 1 «Ka3Ka», 10 € CIIOPITHEHNM JI0 CJIOBA
«0asTi», 0 O3HAYa€E «PO3IOBIgaTH». 3 IOTO BUIUIMBAE, IO Ka3Kka — PO3MOBiIb,
OTIOBIJaHHsI, 10 Mae Iie i ocoOiuBy OynoBy Ta crnenugiuni GyHKLii. 3rigHo 3 BU-
3HAYCHHSAM YKPaiHCHKUX JOCJIIHUKIB, Ka3Ka — II¢ ONOBIIAaHHSI, B SKOMY JIHCHICTh
MepeMilliaHa 3 YyIeCHUM €IEMEHTOM, TaK, IO IUTCTh SIBISIETHCS BUIBHUM IUIOIOM
(hanTasil 0e3 iHIIOT, EPKOBHO-MOPAT3yI04Y0i MeTH [2].

[IpoTe nmitepaTypHe cepenoBHIIe MOAULIE yCi Ka3Ku Ha ABa BUAN — (DOIBKIOPHI
Ta JiteparypHi ka3ku. QoJbKIOpHAa — Ka3Ka, CTBOPEHA HA OCHOBI YCHOT HapoJHOT
TBOPYOCTI, KA IEPENAETHCS 3 YCT B YCTa NPOTATOM TPHUBAJIOTO NPOMDKKY Hacy, Iie
CyTO HapO/IHE SABHIIIE, 110 MA€ 37aTHICTH 30epiratu Gpopmy, aje 3MIHIOBAaTH CIOXKET Ta
iHII 0co0aMBOCTI TBOPY. JliteparypHa Ka3ka Mae IHIUBIIYaIbHUI CMIOCIO TBOPEHHSI,

3aCHOBAHA HA YABJICHHAX IICBHOT'O aBTOpaA.
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V sanoncskomy donskinopi (FEE, &+ AAD/«MiHBaY») TakoXK PO3PI3HAIOTE BUIH

Ka30K, MpOTE [EII0 IiHaKIIe. SIMOHCHhKI Ka3Ku MOAUISIOTECS HAa «CEeKeHOaHaIby

(HHREEE, BT AILIR L) — 6umnn Ta Gaiikn; «nenceny» ({&at, CTAE D) - repo-
iuni nerenm; «Mykann 6anamiy (Esh, DN UIRIR L) - napus xaska, nepexas, Bun

YCHOT HapOAHOT TBOPUYOCTI, 1[0 3aCHOBAHMIT HA PO3MOBIIX JIFO/ICH Ta TAKOXK € MaTe-
piajloM HapoJHHX TpaauLii [6]. «Mykarui OaHaid SK MPEACTaBHUK JIABHBOT Ka3KH
BUOKpeMMIacst 13 cTapoJiaBHix MiiB 1 mepekasiB i MOCTYNOBO, MPOTATOM OaraTbox
CTOJIITh BCTAHOBIIOBAJIA XapaKTepHy KOHCTPYKIIIO Ka3KH, i1 00ps10BiCTh, BinOupana
aKkTyaslbHI CIokeTH. OT)Ke MOXKHA CKa3aTH, 110 CKBIBICHTOM «MyKalli-OaHaly €
(hopkIOpHA, TOOTO HAPOTHA Ka3Ka.

YapiBHI Ka3Ky MPEACTABILIOTE COO0I0 OKpeMuUil pi3HOBH POJILKIOPHOT Ka3KH,
SKUA Mae B o0l 9apiBHYy OCHOBY, TOOTO, 000B’SI3KOBUM Y ITbOMY BHJIi € HasSBHICTh
YapiBHOTO MPEAMETY, HAJIPUPOJAHUX CHJI, (PaHTaCTUYHUX IepOiB, HEPECAUTHHUX SIBUII
[2]. YapiBHa ka3ka Mae AeAKi SBHI XapaKTepHI 0COOIMBOCTI: TTIOCTIHHIMH €JIeMEHTa-
MU Ka3KH € (QyHKIi, TOOTO BYMHKHU IIHOBHUX OCI0, HE3AJIEXKHO Bi/l TOT'O, KUM 1 IK BO-
HH BUKOHYIOTHCSI, BOHH YTBOPIOIOTH OCHOBHI CKJIaJIOBI YaCTHHH YapiBHOI Ka3KH; Y-
CJ0 (PYHKIIIH 9apiBHOT Ka3KW OOMEKEHA; MMOCTIMOBHICTh (DYHKIIIA 3aBKIH OJHAKOBA;
BCIi YapiBHI Ka3KH OJIHOTUIIHI 33 CBO€IO Oy10BOIO [4].

XapakTepHOI0 OCOOJMBICTIO Ka3KH € TAaKOX 1 B3a€EMO3aNO3UYEHHS CIOXKETIB 1
MOTHBIB, 1[0 3HAKIILIO CBOE MPOsIBIICHHS Y hoibkiopl. Dinosnor T. Benedeli BBaxkas,
10 MOMIOHICTh Ka30K 3yMOBJIEHA 1X ICTOPHYHUM MEPEXOIOM i3 CTOJITTS B CTOJITTS.
Takum 4MHOM, YTBEpIUIIacs Teopist OPOTUHX CIOKETIB, a00 MirpariiiHa Teopis, sKa,
OyIy4M MOLIMpEHa Ha BCIO Taly3b JITepaTypH, OTpUMaia Ha3By TEOPil 3aro3udeHHs
[1, c.12].

3BepHEMOCH 110 Tparii Goapkinopucta B. [Iponmna « Mopdooris kKa3ku», B sAKii
BiH BHOKpeMttoe 3araqoM 31 ¢yHKio, SKi MOKYTh BUKOHYBAaTH 7 KPYTiB TIHOBHX
0ci0 — HEriIHuK, AapyBaJbHUK, TOMIYHHUK, IapiBHA Ta 11 0aThKO, BIIIPABHUK, repoii
Ta riceBmorepoit. Came 3a TaKOI0 CXEMOIO MU KIaCHU(IKyBalIH Ta IOPIBHSIN SATOHCHKI
Ta YKpaiHChKI Hapo/Hi Ka3ku. Hanpuknan, My po3MoAUTHIIN Ka3KH 10 THITY TePOiB y
AMOHCHKil kKas31i «MonoausHa Boaa» (EnR D MK, MHYZ D D) ta yrpainckkiit

«YapiBHa CKpHHbKa»:
° [lepconax THIly «repoi»:

Hinycs (85 UULVE A) — 3HaiimoB MosoawibHy Boy i, cipoOyBaBmm ii, cTaB

MOJIO IMM
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WX, BUWSATIFIRL . BIICLWZDEB (EHE AN BIERICKIZtED
. BOEDENE WS ATUTZ[T] «Hi, ye 6y6 ne 0idycw, ye 6y6 monoouti di-

0)ycb, wWe moeo yacy, Koau badycs 6yna HapeueHow»),

Bacunb — mMucnuBens, 110 BpATYBaB 1 ToJlyBaB opiia-napeBuda («Bacumb dic-
mas opaa, 3aHic 00 cmapeHvKoi 6abyci i 200y8as maemuo 6i0 bamvra») [5];

° [Nepconax Tumy «uapiBHa»: Cectpa opJa-liapeBuda— 3a CIaciHHs CBOTO
Opara mogapyBaia Bacuimo yapiBHY CKPHHBKY 3 SKOTO BUHIIIO apcTBO («Po3moBiB
Bacwus yce cecTpi mpo oplia-iapeBuda i B3sB CKPUHBKY» ) [S];

[IpoananizyBaBIM repoiB, MU BU3HAYWIIM, IO XapPAKTEPHUM IS STIOHCHKUX
Ka30K € HasiBHICTh I'OJIOBHOT'O I'epos B IKOCTI 6adyci UM Aimycst, KOJIM HaBIAKH Bino y-
BA€ThCSl B YKPATHCHKUX Ka3Kax, Ji€ TOJOBHUMH IepOSIMH BHCTYNAIOTh MapyOKu, sKi
MICTIST TOTO, K PATYIOTh MEPCOHAXKIB TUITY «HApiBHA», 3a3BUUANl OPYKYIOThCA UU
OTPUMYIOTH LIAPCTBO.

3BepHEMO yBary Ha NepCOHAXIB, [0 BHCTYNAIOTh AapyBAIbHUKAMH Ta TOMI-
HUKaMH y 4apiBHHUX Ka3kax. PoJib papyBaJbHUKIB € O/IHIEI0 3 HEOOXIIHUX /IS iCHY-
BaHHA YapiBHUX peUeH y Ka3Il, aipke 3aBASKH MM MEPCOHAXKAM Yy CIOKETI Ka3Ku
3’ SIBISIIOTHCA YapiBHi mpenmern. HaBenemo npukiaz 3 ka3ok « OMycy0i KOpopin» Ta
«30JI0THI YEPEBUUOK» :

o Tepconaxi Ty napysambhuku: Mumensta (139 #72%5) — B noasky,

nogapyBajiu TTYCHO YapiBHUN MOJIOTOYOK
(UEFREFARIBCKVB AL, =Hh. BIEZFD TH> TIEE L\ [7]«/Tidye

10, mu Ha cnpagdi 0oopa moouna. Todi, nodapyHok sizemu i epmaiicsi 000omy, 6y0b
aackay),

° [lepcoHax THIy NMOMIYHHK: AHI€l — BUKOHYBaB OaKaHHs [IBYMHKH,
3 SIBISIIOYMCH 3 TepcHs («BUxoauTh BOHA 3 XaTH, 1€ IO PIUKHM 1 epeMiHmIa Tep c-
TeHb. | mokasascs it anren. [ murae i1: «Illo 1061 Tpe6a?» (...) I anren npuHic i g0-
poroliiHHe BOpaHHs. | mpuHiC 30J10Ti YepeBUIKN» ) [5];

[poananizyBaBIIM MEPCOHAXKIB, MU TIOMITHIIH, 110 POJIH MOMIYHHUKIB B OCHO-

BHOMY BUKOHYBaJIM TBApUHM a00 HAIIIPUPOIHI CUIH, 110 BKAa3y€e Ha X 4apiBHE MOXO-
JUKEHHs, sIK 1y uapiBHuX npeameriB. B.Sl. Tlpomnmn 3ayBaxye, 10 4apiBHI npeameTu
MaloTh CHOpiTHEH] QYHKII 13 YapiBHUMH TIePCOHAXKAMH THITY KITOMIYHUK». Po3Tisn
4apiBHOTO MMOMIYHHKA MOJIETIIYE 1 MATOTOBIISIE PO3TIISLA YapiBHOTO MPEAM eTa.

Takok, Tak sSK 4apiBHa Ka3Kka XapaKTepH3YEThCsl HAsBHICTIO B Hill YapiBHOTO
npeamMera ado siBUIA, MU KIacU]IKyBaIu 4apiBHi pedi 3a X BIACTUBOCTSIMH Ta CIIO-
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cobamu 3700yTTS Ta MOAUTMIN Ha 4 TPYIH: IapOBaHi B AKOCTI MOASKU (YU IHIIIX
MPUYHH); IPUPOJIHE SBUILE 200 HEBIIOME MOXOXKEHHSI; OTPUMaHHS YapiBHOTO TIpe-
JIMETY B SIKOCTI Tpodesi; YapiBHUI MpenMer, 3po0JieHH NepCOHaKeM 13 YapiBHUX
CKJIaJOBUX.

[NopiBHIOIOUN STIOHCBEKY Ka3Ky «MoJoMnibHA BOJA» Ta YKPAiHCBKY Ka3Ky
«YapiBHe jrKepenble», MU JIAIUIM BUCHOBKY, IO CIOKET IIMX Ka30K € TaK 3BaHUM
«OpOISTYNM CIOKETOMY, 3K HABITh YapiBHE SIBUILEC — «OMOJIOKYIOUa BOJIA», € ine-
HTUYHUM, sIK 1 32 CBOTMH (DYHKIISIMH, TaK i 3@ JISKCHYHAM 3HaueHHAM. [Ipociinkyemo
3a MariYHMMH BJIACTUBOCTSIMHM Ha TMPHKIAAl IMTAT 3 000X Ka3zok: «Bmueaiouucs

0oicepenvHol 800010,  OIBUUHA  CMAld — CHPABJXHCHLOIO  KpacyHeio», [5];

FIRDDKENDDHHD EBNTLED. ZNTIEHBNNZDKIEDTZA

TZIR [7] «A uys, wo € maxa 600a, wo pobums MoI0OUM, 3HAYUMb, MO OYIa Ma cama

800a».

[Tix "ac pociimKeHHsI, MU TIAILIM BUCHOBKY, 1110 TIEPCOHAXKI Ta YapiBHI IPe/I-
METH TICHO IOB’si3aHi MDK COOOIO Ta 3a BIIICYTHICTIO Xoua O OJHI€l CKJIaj0BOI HE
Moke Oyt copmoBaHa yapiBHa ka3ka. [IpoaHai3 yBaBIiM 4yapiBHi IPEJMETH Ta Ya-
PIBHUX NEPCOHAXIB, MU TOOAYMIIH, 110, XOU MDK SITOHCHKHAM Ta yKpaiHCHKHM Hap O-
JIOM HE Ma€ TeHETUYHOTO ad0 TEPUTOPIAIHLHOIO 3B’ SI3KY, IIPOTE ICHYE JIesiKa CIIOpiI-
HEHICTh y MOTHBAX, CIOJKETax, XapaKTePUCTHUIIl AIF0UNX TepoiB Ta y PyHKIX dapiB-
HUX TIPEAMETIB y Ka3kax. Bce Iie Bka3ye Ha OUIBII TJIMOOKE Ta JAaBHE MOXOJKCHHS
YapiBHUX Ka30K. Tako)K MOKHA 3a3HAYUTH, IO OUIBIICTH MOTHBIB Ta CIOKETIB B
AMOHCHKHX Ta YKPAiHChKUX Ka3Kax € UIF0CTPALsIMK J10 MirpauiiHoi Teopii y GpoJib k-
JIOPO3HABCTBI.
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0. B. Mupowrenp, H. M.Cemeriko

T'OJIOBHI MOBHO-CTWIICTUYHI 3ACOBY CTBOPEHHS NEMN3AXKHOI
XAPAKTEPUCTUKH B POMAHI ®. KYIIEPA «OCTAHHINI 3 MOTTKAH»

CTtiCTHYHI TPUAOMH B OyIb-IKOMY XY/I0KHBOMY TBOPi BHKOPHUCTOBYIOTHCS
JUIS ICKPaBOTO 1 JOKJIAQIHOTO OMHKCY, a TAKOXK JUIS BUPOKCHHS NEPCOHAIBLHOTO CTaB-
JIEHHSI aBTOpa 710 300paKyBaHUX y poMaHi 00'eKTiB. POJb CTHIICTHYHUX MPUHOMIB Y
XyJI0’)KHOMY TEKCTI MOKHA MPOLUTIOCTPYBAaTH Ha MPUKIIA/li POMaHy aMepHKaHCHKOTI'O
muchMenanka @. Kymepa «OcTaHHii 3 MOTIKan.

Jnst onucy XapakTepUCTUK Teii3axy B poMani « OCTaHHIA 3 MOTIKaH» aBTOP
BUKOPHCTOBYE TaKi CTHTICTHYHI 3aCO0H, 5K CITeT, YOCOOICHHS, TOPIBHIHHS, METa-
hopa, neperik, aCHHICTOH 1 MOTICHHICTOH.

Bcei ctamicTryHI puifoMu, M0 BUKOPHUCTOBYIOTHCS aBTOPOM, MAlOTh €IHHY
METy — IPUBEPHYTH yBary 4nTaua i BUCJIOBUTH HOTO EPCOHAIbHE CTABJICHHS 10 TIe-
BHOTSIBUILA YU TIPEIMETY 1 CTBOPUTH 3arajikoBy, MICTUUHY aTMocdepy B pomani [1,
126].

Haituacrime 3ycTpiuaeTbCsi Takuii CTHIICTIYHUN NPUIOM, sIK emiteT. Y Oyab-
SIKOMY XYZO0KHBOMY TBOPi POJIb €IIiTeTa TOJATAE B CY0'€KTUBHOMY OIIHCI aBTOPOM
HABKOJIMIIHBOTO cBiTy. Tak, Hanpukinan: «4 wide and apparently an impervious
boundary of forests severed the possessions of the hostile provinces of France and
Englandy» [2, 14]. Bci ni enitetyt B CyKyIHOCTI 3 IMEHHUKAaMH, SIKi BOHH OIHCYIOTb,
JIOTIOMOTAIOTh YUTAUEBi 3aHYPUTHCS B atMoc(epy Jicy. Y IbOMY MPHKIIai MOXKHA
MIOMITHTH BUKOPHCTAHHS CHHOHIMIB CJIOBa «Benukuit» (wide, impervious, hostile),
IO BKa3ye Ha BOHOBHUYICTh Ta BEJIMY OIHCYBAHOTO.

Tpeba BiI3HAYUTH, IO CHITET € OJHUM 3 HAWOUIBII YacTO BXKUBAHUX CTUIIIC-
TUYHHUX [IPUHAOMIB, HOTO MOKHA 3YCTPITH IPAKTHYHO B KO)KHOMY PEUEHHI pOMaHy.
Emiretn cipssMoBaHi Ha SICKPaBUiA, TETaJbHUAN OTIC MICIS JIil, BOHH HECYTh CY0'€K-
TUBHO-aBTOPCHKHUM XapakTep.

[HOmi cTUMICTHYHUHE TpuitoM, BiracTHBHN cTIO Kyriepa, — 11e TOpiBHSAHHS,
TPOM, B SKOMY BilOYBa€ThCsI YIOIOHEHHSI OHOTO TpenMera abo sIBHIIA HITOMY 32
SKOFO-HEOYIb CIIUTHHOTO ISl HUX 03HAKOT0. [IopiBHAHHS OMHCY€e PI3HOMAHITHI acoIli-
arii, 10 BUHHUKAIOTh Y TUChbMEHHHUKA, BOHH HEPIIKO CTBOPIOIOTH LUIMIl acCOLaTHB-
HUU psiJl, HEOOXITHUH JJIsl BHHUKHEHHSI TOBHOTO 00pa3y. Hanpuknan: «4 heavy even-
ing breeze swept along the surface of the river, and seemed to drive the roar of the
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falls into the recesses of their own cavern, whence it issued heavily and constant, like
thunder rumbling bevond the distant hills» [2, 65].
[opiBHSIHHS TOTIOMArae BUSIBUTH CXOKi PUCH Y TIOPIBHIOBAHHUX MPEIMETIB, 110-

JIaf0ou 00pa3y HAOYHOCTI, BUPA3HOCTI 1 TAEMHHYOCTI. Y 1IbOMY NPHKJIaai Opu3 mopi-
BHIOETHCSI 3 TPOMOM, TOOTO YMMOCH TYJIHUM 1 CHIIbHIUM, a emiteT "distant hills" momae
OTINCY 3araJIkOBOCTI.

[eiizaxx 3a3BUuail CUMBOIIBYE 3araibHUN HACTpiil pOMaHy, Tak, HANPUKIAJI,
yucTe HeDO, SICKpaBe COHIIE, CUMBOJIBYIOTh CIIOKIH, a Tpo3a, Oypsi, ITOPM 3aBXKIAH
HECyTh KOHOTAI[II0 TPUBOTH 1 HecTiokoto. B pomani Kynepa MoxkHa Bi3Ha4HTH, 1110
HaBKOJIMIITHS 00CTaHOBKA JOCHUTH Hallpy)KeHa i BooBHWYA. CusibHull gimep, 2ycmuil
memuuil Jic, 2ocmpi ckei — arpuOyTH, 10 BIIIOBINAIOTH peasibHili atMocdepi poMa-
HY, SIKa € JaJeKO He IMUIYHOO.

[Ile otHUM CTHITICTUYHUM ITPUAOMOM, BUKOPUCTAHUM aBTOPOM POMaHy, MO K-
Ha Ha3BaTH yOCOOJIEHHS — XyH0XKHII PUIOM, TIPH SIKOMY HESKHBOMY MpPEIMETY, O~
HATTIO 200 SIBHIY HAJAIOTHCSI BIACTUBOCTI KHMBOTO TpenMera. YOoCOOJIEeHHST MOXKe
BUKOPHUCTOBYBATUCS BY3bKO, B OJIHOMY PsIJIKy 200 B HEBEIMKOMY (hparMeHTi poMaHy,
ajie B TOH ke 4ac Moxe OyTH nmpuioMoM, Ha KoMy OyayeTbest Bech TBip. OCHOBHE
3aBJIaHHsI YOCOOJICHHS — CIBBITHECTH 300p)KyBaHUH IPEIMET 3 JKUBUM MIPESIMETOM,
3poOUTH HOTO OJIMKYMM YMTAYEBI, 3pO3YMITH BHYTPIIIHIO CYTHICTH IpeaMeTa. Y o-

COOJIFOI0YY HEXKHUBI NIPEMETH IIPUPOJIN, aBTOP MDKKPECIIOE TXHIO COLIANIbHY 3HAY U-

MICTh 1 porb y TBopi. Hanpuxnan: « The river had worn away the edge of the soft rock
in such a manner as to render its first pitch less abrupt and perpendicular than is
usual at waterfallsy [2, 143]. YV mpoMy nipukiIazi piaka, OyIydu HSKUBUM TpeaMe-
TOM, «3Hecja Kpail ckem». Lleit onmc nomomarae Ham 3po3yMITH, IO pidKa HECTOo-
KiliHa 1 3HOCUTb BCE HA CBOEMY IILISIXY.

Hactynnuii ctwticTiaHui npuiioMm, SKMH MOYKHA 9acTO 3YCTPITH B OINHUCI Neii-
3axy, — Metadopa. Meradopa MICTUTh IPUXOBAHE OPIBHIHHS, 00pa3He yIoAi0HEeH-
Hs sBUIL. Y Meradopi neBHi coBa Ha0yBalOTh HOBOTO, a0, SIK HOTO 1HO/I Ha3MBa-
10Th, «PO3IIMPEHOT0» 3HaueHHs. MeTadopa 3MyIlIye No0auyuTu ouH 00'eKT HIOH B
cBiti iHmoro. Hanpuknan: « The vast canopy of woods spread itself to the margin of

the river, overhanging the water, and shadowing its dark current with a deeper hue»
[2, 17]. Tyt nmic meTaopHIHO MOPIBHIOIOTHECS 3 BEIMYE3HUM HAMETOM, IO POOUTH
o0pa3 OutbIn BenmuHUM, a Metadopa "vast canopy of woods " nonae MacTabOHOCTI
3araJlbHOMY OIUCY. Y LbOMY NPHKIAAi MM MOXKEMO BIJ3HAYMTH HE3BUYaAKHE MPOTH-
CTaBJICHHS JIicy 1 OypX/MBOI piuKH, 10 CTBOPIOE aTMocdepy HeOe3neKH.
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Bapro Bin3HaunTH, 10 TIEPENIK BiIirpae 3HAYHY POJIb B OIUCI HABKOJMIITHEOTO
CBITYy. 32 4aCTOTOIO BXKMBaHHS Y LIbOMY POMaHi BiH 3HaXOIUThCS HA APYTrOMY MICITL.
[epemik — 1€ CTHICTHYHUA 3aCi0, 10 CTBOPIOETHCS 3aBASKH OJHOPITHUM WICHAM:
JIOTIOBHEHHSIM (3a3BH4all IMEHHUKH), TIOIIMPEHNM 1 HEMOIIMPEeHUM. BupasHicTh cTH-
JcTAYHOI (PIrypH MepesiKy moJsrae y CTBOPEHHI CHIIbHO1 ekcripecii. Hanpukian: «In
England landscape and light are so beautiful, so all-present, so intense, so wild, that

the relationship is immediately love- hatred» [2, 89]. SIk i B Oyab-sKoMYy IHIIOMY
NPUKIIAI, TYT MEpeNik HACUYye KapTHHY, IPUHOCHTB KPacy i ICKpaBicTh OIHCY.

Jlo CTHIICTHYHOTO TPUHOMY TMEeperiKy MOXKHA YHAICKHHUTHA TAaKOX Taki MPH-
oMM, SK aCHHACTOH i TMONICHHIACTOH. ACHHIETOH — MOOY/I0Ba PEUCHHS, MPH Kl
OJIHOPIMHI 4JieHH a0 YaCTHHU PEYEHHS 3B’ SI3YIOThCs 0€3 JOMOMOTH CIIOJIYYHHKIB.
s ¢irypa Hamae MOBI HACHYCHOCTI, TWHAMIYHOCTI, JOTIOMAarae MepemaTH MBHIKY
3MiHY KapTHH, Jii, BpaKeHb.

Io cTocyeThca KOHCTPYKIIA 3 OE3CMOIYIHUKOBUM IIEPENIKOM OJIHOPITHUX
YJIeHIB pedeHHs (TTOJIICIHACTOH), TO 1X eKcpecist 00yMOBIIEHa HE CTUIBKH (hakTOM Bi-
JICYTHOCTI CHOJTyYHHKIB, CKUTbKM MHOXKHHHICTIO €JIEMEHTIB Tiepeniky. « There was an
ascending plum of smoke, a report, a tiny black object hurtling skywards. It climbed,
slowed, then burst» [2, 130]. Lleit neperik Toro, 0 BiOYBAETHCS, HE OMUCYE CUTYa-
Iif0, a TUTbKW HAJa€ HaM MOBEpxXHEBY iH(opmarrito. [[IBUAKOTUTMHHANI OMMUC TUTHKA
migirpiBae iHtepec umrtava. lledl meperik NPUBHOCUTH TAEMHHUYICTH 1 3arajiko-
BICTBCTH, OCKUIBKH YHTa4 HE MOKE 3PO3YMITH, IO BimOyBaeThcsa. Bcei mi mepemiku
JTOJIAl0Th OIHUCY SICKPABOCTI, )KBaBOCTI 1 ACTAIbHOCTI 00pa3y.

3 yCchOT0 BHIIECKA3aHOTO MOYKHA 3pOOHTH BHCHOBOK, ITI0 POJIb CTHITICTHIHUX
3ac00iB y CTBOPEHHI OY/Ib-IKOTO [IEH3KHOTO ONHCY HaI3BHYaiiHO Benuka. Came BO-
HU T[IOKBAaBJIOIOTh OIUC XapaKTePUCTUK Tei3akiB, poONsATh iX SICKpaBUMH 1
nam’ITHAMH, a TaKOX 3MallbOBYIOTh JICTAIbHY KAPTUHY MICIs Jil, siKa 3aHYPIOE Y H-
Taya B MICTHUHY aTMOc(epy poMaHy.

@. Kynep y cBoemy pomani «OCTaHHIM 3 MOTIKaH» CTBOPIOE HEHOBTOPHHI
KOMIUIEKC 3 MOBHHX Ta JITepaTypHHX 3ac00iB, B sskoMy OyJjia BTUICHA Taka J0pora
CEepIf0 POMAHTHKIB iesl HAalllOHATHHOI CTAIIINHN, €AHOCTI, B3aEMOJOTIOMOTH 1 pO-
3yMIiHHS, $IKe aMEpUKaHIsIM Tpeda Oylio mie OCBOITH T 4ac Oy/IBHUIITBA HOBOI

«IUBUTIBALTY .
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A. O. Mopo3
O3HAKH "OCYYACHEHHA 'AMJIETA" IHEKCIIIPA
Y NEPEKJIAAI 10. AHAPYXOBHUYA

Bxe He ogHe cToNiTTA JiteparypHa cnammmaa B. Illexcmipa mpuBepTae yBary
OaraThboX MepekiagadiB, 30kpeMa tpareais " ['amier ", sKy BU3HAHO OJHUM 3 ILC[ C-
BpIB CBITOBOI Apamaryprii. HapaxoByroTs O6e3:1iu BapiaHTIB epekiIaay IbOro TBOPY,
MPOTE OJTHUM 3 HAMSICKPABIIIMX CHOTOJIHI € TIepeKiIa]] ykpaiHchkoto FOpis AHnpyxo-
BUYA.

IOpiii [Iroposuy Anpyxosud (13 6epe3ns 1960 p.) — ykpaiHCbKHIA TOET, ITpo-
3aik, nmepekianay, eceict. Kannunar ¢umonoriunnx Hayk. JKuse i nparitoe B IBaHO-
DpaHKIBCHKY.

B 1985 poui BiH pasom 3 Bikropom HeGopakom Ta Osexcanapom IpBaniiem
3acHyBaB noetndHy rpymy by-ba-by. Bona oxna 3 mepumx B YkpaiHi, sika movana
BITHOBJIIOBATH KapHaBalIbHI Ta Oy(oHaaHI TpaauLil B yKpaiHChKIi jiTeparypi.

3 1991 poxy FO. AnapyxoBHY cTae CIiBpETaKTOPOM JHTEPATYPHO- MUCTEIHKO-
ro xypHaiy "Uersep". CoiBrpaifoBaB BiH TakoX 13 xypHaioMm «IlepeBam», BUCTY-
TIUBIIH YIIOPSIHUKOM JABOX HOTO HOMEpiB [2 .

[pucyrnicts 0. AnnpyxoBuya B [Bano-®PpaHKIBCHbKY cTajla YHHHHKOM (hep-
MEHTAIlil TaK 3BaHOT'0 «CTaHICIaBChKOTO (heHOMEHY» ((heHOMEH HasiBHOCTI y IBaHO-
®paHKIBCBKY TpYNH MUCHMEHHUKIB Ta XYJA0XHHUKIB, Y TBOPUYOCTI SIKUX OyJIM IHCTAIIb-
OBaHi I[IHHOCTI YKPaiHCHKOTO IIOCTMOJIEPHOTO JIUCKYPCY) Ta (POPMYBaHHS MICLIEBOTO
MHCTEIEKOTO CepeI0BHIIIA.

TBOpPUICTh Cy4aCHOTO YKPAiHCHKOTO TMHCHMEHHHMKA MA€ 1 3HAYHUI BIUIMB Ha
JiTepaTypHui nporiec B YKpaiHi, a/pke 3 Horo iM'siM nos'si3aHi nepii (akTa Heyt e-
PEIKEHOTO 3aIliKaBJICHHsI Cy4acHOI0 YKpaiHCHKOIO JIiTeparyporo Ha 3aXo/1i.

IOpiit AHAPYXOBUY BITOMHI SK aBTOP MOCTHYHHX 1 Ipo3aigamx TBOpiB. [loe-
THUYHHHI JIe0I0T HOTO BitOyBC st B nepimiii nosoBuHI §0-X POKIB 1 3aBEPIIMBCS BUXOI0M
y cBit 30ipku «Hebo 1 rumonp» (1985), sky 3aragomM NPUXHIBHO 3yCTpila KPUTHKA

[2].
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3 mpozoBux TBopiB FOpit AHapyxoBHYa Halnepine OyB OITyOJIKOBAHMH MK
onoBinanb «3miBa, ne cepuey» ([Ipamop, 1989, Ne 7) — cBoepinHa «3axaisiBHA KHU-
JKedkay [2], K00 KOPUCTYBABCS MOJIOJUI aBTOp B Mepiof cirykOu B apMii.

Besnepeuno, TBopuicTh FO. AHApyX0BHUYA HE 0OMEXYETHCS HAITUCAHHSIMU JIN-
IIe TOSTHYHMX Ta IPO30BHX TBOPIB.

Unmara gacTHHA HOTO TBOPYOI CIAANIMHA IPUCBSUCHA EPEKIIaaaM.

1O. AHApyXOBHY € aBTOPOM TIEPEKJIAIiB 3 aHTJIHCHKOT (30KpeMa, BiH € aBTO-
poM 5-ro ykpalHCBHKOTrO Tepekiagy mekcimipiBebkoro "I'ammera" ta "Pomeo Ta
JxynberTH", a TakoXK KHWKKHU IepeKiiaiB ameprkaHcbkoi noesii 1950-60-x poxis),
nonbehkoi (T.Koupinpkuit, b. Illynemn), HiMenpkoi (Paitnep Mapis Pimske, @. ['omep,
Opinr pou ['eprmanoscki-Opiango, Podept Banb3sep) ta pociiichkoi (bopuc IMactep-
Hak, Ocurr Mangensiram, Aratoniid Kim) [2].

[epexnanu, 3aificaeni 0. AnnpyxoBudeM, He MPOCTO CyYacHi. biipiie Toro,
BOHH BUIIEPEKAIOTH CYJacHICTS [6]. <1 maB cioBo TomimmbpoMy pexucepoBi Moito-
JIOTO TeaTpy, mo 3pooimo mepekian "T'amiiera", — npurangye nucbMeHHUK. — «Komm
MpaifoBaB, TO MaB mepe] co0OK He TUIbKKM OpHTriHal, ane i nepekiay Jleonina
I'pedinkn i Gimckyunii nonbebkuii nepeknan Cranicnasa bapandeka. Came bapanuek
nojaB MeHi inero: [llekcmipa untatu Beceso. BiH 3pyiiHyBaB ysSBICHHS PO BEIMKOTO
kiacuka lllekcmipa, skwif CTOITh HAa BUCOKOMY IT'emecTani. BiH 3poOWB 1eMOHTa)
[ekcmipa, 1 ToAl IpaMarypr MocTae repej HaMy Cy4acHUM 10JI0M HOI-KYJIbTYpPH.
[Hekcmip i 10Ci € KOMEPUIHHUM TUPEKTOPOM TeaTpy, SKUH 3allikaBIeHHH, o0 Ha
Horo BucTaBu xoauia mmyosnika. Tomy B Horo m'ecax Oararo gemeBoro rymopy»[11].

Came y mepexinani FO. AunpyxoBrda MU, TIepII 3a BCE, MOKEMO MPOCTEKUTH
BUKOPHUCTAHHS MpuioMy peMiHicueHmii [5, 179] . Ane aBrop He cTilbKH Oepe Ma-
tepian 13 TBOpiB lllekcmipa, CKUIbKM HAMOBHIOE TMEpPEeKIia)]] Cy4acHHUMHU 3aco0amu,
JTy’K€ 4acTO HaBiTh B3SITUMH 13 CBOTO TBOPUOTO 10poOKy. Lle € xapakrepHum [y Cy-
94acHO1, MOCTMO/ICPHOT jiitepatypmw» [5, 179].

Hampukman, y npyriii CIieHi mepioro akTy 3yCTPidaeMOCh 3 PEMIHICIICHITIEIO,
B3sTOM0 3 moe3ii Osexcannpa Omnecst "3 xypOoro pagicts oOHsack" [5, 180]:

King. As 'twere with a defeated joy/With an auspicious and one dropping
eye... — [...]O06usmmes / 3 xypOOI0 paicTh, yCMIX 1 CJIb03a — ... SICKPaBHIA MIPHUKJIIA]T
Hamlet. Marry, this is miching mallecho; it means mischief. ... — [...] Lle Taka cuen-
ka min Ha3Boro “IlizctynHicTs 6e3 mmo0OoBi, a0o 3mounn 0e3 kapu” (B3SITO 3 Apamu
Op. Hlumepa "Ilinctynnicts 6e3 mo60Bi " Ta pomany @. JlocroeBcbkoro "3mounH
6e3 xapu") [5,180].
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Hamlet. I took thee for thy better: take thy fortune... —[...] 5 cnoxiBascs, Oy-
ne Outbina pubda [5, 180].

VY cBoemy nepeknani, FOpiit AHApYXOBHY Ty’Ke 9aCTO BUKOPHUCTOBYE 3HIDKEHY
JIEKCUKY, TaKUM YMHOM "3HMKytoun" 1Bucokuii ctuib Lllekcnipa.

Hyxe gacTo y HOT0 mepeKiiali MOKHA 3yCTPITH BUKOPUCTAHHS HABITh rpy0oi
Ta OpYTabHOT JICKCUKH.

Fransisco. For this relief much thanks: 'tis bitter cold,/And I am sick at heart.
... [11—[...]Bensmu Basunnii. Xosnos, 6isixa,/M Ha cepii apikakn [3].

Horatio .Friends to this ground [1] — [...] Lle mu, npy3siku [3].

Horatio. Tush, tush, 'twill not appear [1] — [...]Ara, mo6auy. [inska 3 nBa [3].

Horatio . Hath in the skirts of Norway here and there/Shark'd up a list of law-
less resolutes [1] — [...]3 ycix HOpBE3BKHMX TEMHHX 3aKamelKiB /30upae B OaHIN
BCSIKUX 3api3sik [3].

Tamner, B yaBnenni FO. AEapyxoBuda, 30iraeThcs 3 100pe HaM 3HAHOMUM T e-
poem. Ilepeknagay Haniise iioro HOBUMHU pucamu. Hanpuknan, y upoMy ¢parMenTi
MOHa J00pe MPOCTESKUTH Ipolec ocydacHenHs ['amiera. Hacamnepen, y cTBOpeHHI
fioro 6pyTanbHOTO 00paszy, y SKOMY BTUIFOIOTHCS BITI3HABAHI PUCH CY4aCHOTO OHAKA.

Hamlet.O, it offends me to the soul to hear a robustious periwig-pated fellow
tear a passion to tatters, to very rags, to split the ears of the groundlings, who for the
most part are capable of nothing but inexplicable dumbshows and noise: I would have
such a fellow whipped for o'erdoing Termagant; it out-herods Herod: pray you, avoid
it. [1] -[...] Mene axx BUBepTa€ BChOr0, KOJHM UYIO, SIK TOJIOCUCTUH KPETUH Y MEpyIi

pO3aMpae Ha IIMATTs CyTh HEIIACHOTO MOHOJIOTY, a OTJIyIIeHa NMpHUOHTa TaJbopKa

B)KE HIYOTO HE TOJIHA BTSIMUTH B YChOMY LIbOMY CMHKaHHI Ta Bepeluanti. Takoro ay-
OoJoma BapTo OM 10OpE BiIIMaraTy, oo He MMXaBcst Ha CLIEHY 3 TOJIOCIHHSIMY, Haue
BiH cynran Tepmarant abo Ipox-uap [3].

1O. AHIpyX0BHY He KAaJKYe CIIB 3 CydacHOT pO3MOBHOI MOBH, JIsl TOTO, 1100
Kpalle, ik HOMy 31a€ThCsl, JOHECTH 10 YHTa4a CYTHICTh TOJIOBHOTO Iepos Tpareii.

BapTto 3ayBakuTH 1€ i Te, 110 caMe B [IbOMY IepeKIIajii MOXKHA 3yCTPITH BIKH-
BaHHS BHCJIOBIB 3 YKPaiHCHKOTO (OJBKIIOPY.

Hamlet. Of nothing: bring me to him. Hide fox, and all after. [1].- [...]Hiske.

Benite Mene 10 HpOTO. MHIIIKA B HIpKY — KiT 3a Hero [3].
CriBctaBuBIM OopuriHaNeHUNA TBip — Tparexito [llekcnipa «"amier» Ta foro

nepekian, 3aiicHennit 0. AHIpyXoBHYeM, MOYKHA 3pOOHMTH BHCHOBOK, 1O el T1e-
PEKJIal BHOKPEMITFOETHCS 3 IECATKIB HIMX. BiH HE CXOXKUIA HA IHIITL.
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[epr 3a Bce, 1eli cydacHUIA MepekiIag Bpakae CBOTMH HOBAIISIME Ta PUCAMH
OCYYacCHEHHs, SIKUMH aBTODP HAJIUIMB BXKe 100pe HaM 3HAOMHX repoiB BioMoi Tp a-
renii aHricbKoro Penecancy.

TBOpua MaHepa camMoro nepekianada, 6e3syMOBHO, 3allikaBiioe. 11 3HauyIicTh
y TOMy, IO BOHAa NPOBOKYE HOBHH KyT 30py Ha Te, LIO0 BXe, 31aBIOCH OH, €
HE3MIHHUM B ysBI unTada. Hacammepen, 11e cToCyeThCs TOJIOBHOTO T'epost Tpareaii —
lamnera. Bin 3ManboBaHuii HIIMM, 1 MPHUKIAAOM [BOTO CIYIYIOTh PI3HOMAaHITHI
(parmenTH, B3sTI 3 epexany. FO. AHIPYXOBHY HAIUIMB I[LOT'O TEPOS KHBOIO MO-
BO10. 3BICHO, /ISl ILOTO BiH ITOKEPTBYBAB JISSIKUMH ICTOPHKO -JIITEPATYPHUMH 3aKO-
HaMH: cydacHUH ["amier po3MOBIIsi€ )KUBOKO MOBOIO, BUKOPHCTOBYFOUYH IIHPOKY JICK-
CUYHY MAJTPy, MOBHY arpecUBHOI Ta, HABITh, OPYTAIbHOT JIGKCHUKH. Ajle came Iie
HaOIKye HOTO 10 CYy4acHOTO YWTada, SIKUH 3 OUIBIIOO JIETKICTIO MOYKE CITIBBiTH e-
CTH Te, HaJl YMM PO3MIPKOBYE MIEKCITPIBCHKHUI repoii, 3 MpodiieMaMy CBOTO Yacy.

[epexnanatoun 110 Tparexito, FOpiit AHnpyxoBud, 6e3mepedHo, 3pO0UB CBIl
0COOHMCTHII BHECOK Yy HOBITHIO, IIOCTMO/IEPHY YKpaiHCHKY JTEpaTypy.

OpuH 3 3acHOBHUKIB BigaBHUIITBA "A-BA-BA-T'A-JIA-MA-T'A", ykpaiHChKuii
noer IBan MasnkoBuu kazaB: «KojxHe mokomiHHS Mano Ou nepexnagaru Llekcmipa
[0-CBOEMY: CBOEID MOBOIO 31 CJICHIaMH Ta HOBHMH ICTOpUYHMMHU peamismu. FOpiid
AnnpyxoBnd 3po0OuB nepmmii mepekiayn "['amiera” y TpeThoMy THCIIOMITTD [4]

A cam aBTOp mepeKiiaay 3rajlyBas, sik 14 pokiB ToMy, Ha clieHI MoJIog0oro Te-
aTpy BiH BHepIIe Ha IMyOIilli MepeBipsAB CBOI PU3UKOBaHI JeKCHYHI mpuiiomu. «Ha
cioBax "iHIECTyalbHA MOCTUIL" JIFOU 0OepTalvCsl 10 MEHE, MOBJISIB, FOpito, Hy 110
e Bu? HacmpaBni me came TOW NMPUKMETHHK, sskuii € B opuriHam y Illekcmipa. Tak
camo JTUBYBAJINCS, KOJIM 51 BXUB: "Tu OlTHUI IPUBHI, YU MPOKIATHHA To0miH?" — yci
novanu perorary, aie llekcrmip BXuB came c0BoO "ro0iH"» [4]

Tomy Mo>kHa AT BUCHOBKY, 1m0 0. AHapyxoBn4 He nuiie ocydacHuB ["am-
JieTa, BiH 3po0uB HOTO TakuM, SIKUM BiH 1 OyB B Ti 4acH.
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A. 10. Hikymina

MOBHI OCOBJIMBOCTI XYJOKHbOI'O CBITOBAYEHHS T. XAP1
(HA ITPUKJIAAI BIPIIA «IPI3J1 Y CYTIHKAX»)

MoBy MOKHa PO3TIIAATH 3 TOYKH 30py ii BUKopucTaHHSA. CTHiicTHKA 3aii-
Ma€eTbCsI MUTaHHSIMA BUKOPUCTAHHSI, B)KMBAaHHS, ()YHKIIOHYBaHHS MOBH B PI3HUX CH-
TyallisiX CIUIKYBaHHS, y PI3HUX TEKCTaX, y MOBIICHHL. SIKk OKpeMa JIHTBICTUYHA JAMC-
IuiHa cTwiricthka chopmyBanacs B kiHmi 20 cromirts (B. B. Bunorpanos,
I'. O. Bunokyp).

Mpami O. M. Ilemkoscrkoro, JI. B. Illep6u, B. B. Burorpanosa nokasanm, 1o
i TEPMIHOM «CTHITIICTHKa» 00'€JHYIOTHCSI IPUHANMHI TPU CaMOCTIHHHUX «CTUIIICTH-
Ki», KOXKHa 3 SKHX Mae CBif mpeamer BuBYeHHSA. 3okpema, B. B. Bunorpamos
BUJIULIE «TPU PI3HHUX KOJIAa JOCIIIKEHb, TICHO JOTUYHHUX, IIPOTE HAJIUICHUX CBOEIO
MPOOIEMAaTHKOI0, CBOTMH 3aBIAHHSIMH, CBOIMH KPHUTEpPIIMH U KaTeropismm» [2, 5):
CTHJIICTUKA MOBH, CTIJIICTHKA MOBJICHHS M CTHJIICTHKA MOBH XyJOXKHbBOT JIITEpaTypH.

3a BuzHaueHHs M O. A. KpuiioBoi, CTHIIICTUKOIO HA3MBAETHCS HAYKa ITPO MOBY
1 MOBJICHHS, 10 BUBYA€ MOBHI 3aCO0M BCIX PIBHIB i3 TOUKH 30py HAHOLUTBIII JOUUTH-
HOTO ¥ CYCTIUIbHO MPUHHATOTO 1X BUKOPUCTAHHS 3AJICKHO Bi METH i 00CTaBUH CITi-
TKyBaHHA [3, 23].

CTHIIICTUKOI0 HAa3MBAETHCS Taly3b JIHTBICTUKH, IO JOCIIKYE TPUHLIUIHN i
edexT BHOOPY Ta BUKOPHUCTAHHSA JEKCUYHHX, TPaMaTUYHAX, (POHETHUHUX 1 B3araii
MOBHUX 3aC001B IS TIepeadi JyMKH 1 eMOIlii B pi3HUX YMOBaX CIuiKyBaHHs [1, 13].
Taxe Bu3HaueHHS IponioHye . B. ApHOIBA Ta CTBEPIKYE, MO «CTIIICTAKY MPHHHS-
TO TOJUIITH Ha JIHIBOCTWIIICTHKY W JIiTepaTypO3HaBUy CTHIICTHKY, IPUYOMY ICHY-
I0Th Pi3HI BapiaHTH TX 00'€JHaHHS i TepIia MOXKe CIy)KUTH 0a3oto it apyroi. Iin

© Hikymina A. 1O., 2018
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4ac po3pOOKH CTUITICTUKY CIIPUUHATTS HEOOXimHI 1 Ta i iHIma. BoHu cTaroTh 1BOMa
acreKTaMu OJiHiel mpoOsemu, 1 Tpeda BMITH HE TUIbKM OauyuTH PIBHHIIO, ane W €11-
HicTh MK HEUMIY [1, 18].

[ponoHytoThCsl pi3HI CIOCOOM MiAPO3UTY JIHIBOCTHIIICTUKH 1 JIITEPaTypo 3-
HaBYOI CTIICTHKH. Ta 3a JOUiThHE MPEICTABIIETHCA MIAPO3 AT, IPUHHATHN Y JIHT-
BICTHIIL, a came: MiAPO3ALT 13 TTOAUIOM Ha JEKCUUHY, T'paMaTniHy i (pOHETHYHY CTH-
mictuky [1, 21]. Bin 1iTkoM BUIpaBJaHuii, TOMY 1[0 MOBa — L€ CKJIaJIHa 3HAKOBA CH-
CTEeMa, sIKa OXOTUIFOE KUThKA IMiICHCTEM a00 PIBHIB 31 CBOTMU OCHOBHUMH OJTUHHUISTMH,
crieruikoro Ta KateropisiMu. PiBHI B3a€MOTIOB'sI3aHi MDK COOOF0 i OKpeMO (PYHKIIIO-
HyBaTH HE MOXYTb. MK OJMHUISIME OJHOTO PIBHS ICHYIOTH JUCTPUOYTHUBHI BilHO-
CHHH ¥ KOJOBI MpaBWJIa, 110 BU3HAYAIOTH 1X CIOJIydyBaHICTh. MbK OIUHHIISIMU C Y-
MDKHHX PIBHIB BITHOCHHU BUSBISIIOTHCS HTETPAITHUMHE: OIWHUII KOSKHOTO HIKY O-
TO pIBHS CIIyXaTb K OW IErJIMHKaMH, i3 SKUX 32 NEBHUMH MPaBHIaMH OyTyIOThCS
OoAWHUII HacTymHOTO [1, 22].

Anrmificbkuii ucbMeHHUK T. Xap/i yBIMIIOB y iCTOPIIO CBITOBOI JliTeparypu
SIK aBTOp pOMaHiB, noe3ii Ta Mainoi npo3u. [loernuna cnagmuna T. Xapai npeacrtas-
J151€ c000T0 3I0paHHs TEKCTIB, 10 BIAPIBHAIOTHCS OJMH Bil OJTHOTO 3a XKaHPOM, TeMa-
MM i OTIOBITHOIO CTPYKTYpOI0. [Iisl MpOBEACHHS JIHIBOCTHIICTUYHOTO aHaJi3y OyJio
o6pano Bipm "The Darkling Thrush" («p3a y cyTiHKax» ).

«pBa y cyriHkax» — TBip, sikuil OyB HamucaHuil Ha pyoexi croxirts (1900
p.). Y miacBimoMoCTi YuTa4a BUMAIBOBYETHCS KapTHHA: XOJIOJHAM 3UMOBHM JTHEM
JIIOJIMHA HJIe 0POTOI0, 3YIUHSIETHCS U MOYNHAE ONIMCYBATH T€, IO 0aUYNTh HABKOJIO
cebe. Lle MOHOTOHHA KapTHHA 3aIYCTIHHA, Ky OXKUBIIIE€ HECTIOIBaHE IBIpIHbKAHHS
nTaxa. 3/1a€ThCsl, aBTOP HAMAraeThCsl CTBOPUTHU caMme I1e B ysiBI yurTada. Ta 1t Hboro
BaXJIMBO, 00 3PEIITOI0 YUTay NOYYB, [0 BCe, OyAb TO HOBE CTOJITTS, HOBa epa —
II0 3aBrOJIHO — MOYUHAETHCS 3 SIKOTOCH HEMOKA3HOTO CIpOTO JHSI, KOJM B JIOAWHH
MOTaHUI HACTPIi 1 epe]] 04MMa HeMae HIYO0ro T'IHOTO YBarH.

Posrmsgaemo meit Bipm netanbHime. [lounHaeTses Bee 3 psanka "I leant upon a
coppice gate" («4l cnepcst na xeipmKy xawyi»), i€ aBTOp AOCUTh TOYHO Ha3MBAE YHUTa-
YeBi TUN 3apOCTEl, BUKOPUCTABIIH CIIOBO "coppice” («xaway), mo Biopazy npuBep-
Tae 710 cede yBary. Lle cTBOpIo€e MTUBHE BITUYTTS CIIOKOIO Ha MOYaTKy Bipmia. ['ojoc y
HEepLUIOMY PSAIKY HAIKHTH COIO3HHMKY npupoiu. Kpim Toro, BiH crnupaerscs Ha
XBIPTKY, IO BEJE B IO Xallly, Taka Mo3a He BIlllye HiAKY arpecito. A "coppice gate”
(«xeipmKa xawiy) cama 1o co0i nependadae 00KHUTY JIFOAUHOIO TPUPOLY .

55



Y npyromy psaaky, "When Frost was spectre-grey" («Konu mopos 6yeé npumap-
HO-CIpuil»), MH CTHKAaEMOCS 31 clIoBOM "spectre-grey" («npumapno-cipuii»). ClI0BO
"grey" («ciputi»), MO CTOITh TYT y MO3UIIl, IO PUMYETHCS, IO CYTi BUBLUIbHAE [1BA
"e" B cnoBi "spectre”. Uurau BHaMXae, ane e CXOXKe Ha 3iTXaHHA. MU uyemo TyT
cymue "eih", axe Hamae 3abapBIeHHS BIOTIHKY ciporo. Lleit psgox Bu3Ha49ae po3mip
Bipma. Y TBOpi CTaHJapTHE YEePTyBaHHS YOTHPHUCTOIHUX 1 TPUCTOMHUX PSJIKIB, i3 TX
OanaJHUM MY3UYHHM BIUTyHHSIM.

HactymHi nBa psiaxu— "And Winter's dregs made desolate / The weakening eye
of day" (« ¥ nedonumiu 3umu pobunu myacaueum/ Oko Ons, wo ciabuiae») ogHOUA-
CHO CKpIIUTIOIOTh CTPYKTYPY YOTHPHBIpINA, sKa Oyle MOTpUMaHa MPOTATOM YCiX
TPUILATH ABOX PSAKIB I[Oro Bipia. OKO JHs, IO ciadiiae, e, CYAsiuu 3 YChOTo,
COHIIE, @ HEJJOITUTKH LI MOYKHA TPAKTYBATH K 0CAJ — Te, 0 3ATHIIMIOCS HA CAMOMY
JTHI, TTICTIST TOTO SIK BMICT BHITHTO 3 YaIlIKH.

VYV Xapni BenmbMH U BEIbMH BITIYTHO CTWIICTUYHE TEPTSA CYCIMHIX €MoX. 3a
CHpaB/i HOBaTOPCHKUM PSIIKOM YacTO CIITYIOTh CTApPOMOJIHI ciioBa. B3siTH, Hampu-
KJ1a/1, Apyruid yoTupuBipi nepioi crpodu «Jpo3na B cyrinkax»: "The tangled bine-
stems scored the sky / Like strings of broken lyres" (« Cniemeni cmebna naconie npo-
ousanu nebo, / Ax cmpynu pozoumux nipy). OOpPa3HICTh MEPUIOrO PsIKA IIBUIKO
BTpayae CBOIO MEPEAOBY IO3UIII0, IEPETBOPIOIOYHC ST HA 3BUYAIHE TIOPIBHIHHS.

Bipiu 3ByunTs, sik 0anana. e — ogHa 3 ocobmmBocTel moetuku Xapai. Ilepe-
Ba)KaHHS MEJOJIi TAaKOTO THITY 30ira€Thes 31 CBITOTIIOM aBTOpA, Y TOH JKe Jac BU-
npaBaoByr0o4u ctapi odboportu ("haunted nigh") ¥ yrepti pumu (lyres / fires).

VY crnoBocnonyuenHi "pulse of germ and birth" («pumm s3auammsa i Hapo-
Ooicennsy) TIpUCYTHIN eBemicTnanmi BinTiHOK. [Icuxonoriunmii nadoc y 40THPHUBI-
pIi 3 UM PSIZIKOM BeJIbMU MOMITHHE. BiH 3akiHdyeThest ciioBoM "I" («s1»), 1 BinBepTa
nay3a micns 'fervourless” («oxononyswiuiiy) Hanae npomy "as I" («sak s») 3HAYHY
YHIKaJIbHICTb.

VY HacTynHiit cTpodi IoeT Xo4e NpoAEMOHCTPYBATH BHXIJ i3 TIyXOTro KyTa MO-
nepenuboi ctpodu. Cnosa "arose” («snemisy) Ta "overhead" («nao 2onosoioy)
MIKa3yoTh HaM, SKAH IUIIX oOupae aBTop. OHAK, Y IbOMY CaMOMY 3JI€Ti IpUMITHA
SIKaCh CKYTICTb. LI CKyTICTh MOMITHA B JaKTHIIYHOMY CHal, SIKUA MOXHA PO3PI3HU-
TH 5K y "evensong" («gseuepmnay) Tak i B "illimited" («6esmedrcnuiiy): 1i cIOBa HEMOB
HE BHUTOJIOMICH], @ BUUXHYTL
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Buxopucrana y Bipmi cTpodiuHa CTpYKTypa BH3HA4Ya€E HOTO TOBXKHHY. "So
little cause for carolings / Of such ecstatic sound" (« Tax mano npuuun 0ns cimuie / B
MaKomy paoicHomy moHi») — He JIUIIe PO3B's3Ka, ale i eBPOHIIHIIA IMITepaTHB.

Psanoxk "So little cause for carolings / Of such ecstatic sound" (« Tax mano npu-
YUH 01 2iMHie / B makomy padicHomy moHi») € BOKaJbHO HAWBUIIIOIO TOYKOTO.

VY Bunanky "carolings / Of such ecstatic sound" («eimuie / B maxomy padicno-
my mouin) W "a full-hearted evensong" («camosiooana eéeuepsi») NEpKOBHA MOBa
3MIHMJIAaCcsl MOBOIO CBITCHKOIO.

Jlo camoro cBorTo KiHI Bipil «JIpi3/ y CyTIHKax» y JIyXOBHOMY CEHCI IMiTHI-
MaeThCsi Bropy. IIpUCKOpeHHs Bi HAKONMUYCHHS PSAAKIB IPU3BOJUTH aBTOpA 110 BH-
cioBa "blessed Hope" («bnascenna Haoisy). OcTaHHIA pSIIOK HIOUTO TPUIITYLIyE
JKallb YUTa4a ¥ 3aIMIIae 3a co00I0 CTBEPIHY IHTOHAMIO. BiH T0CHTh KpaCHOMOBEH.
3pemroto, «baasxcenna Haodisy — 1ie Hagisl Ha MallOyTHE, TOMY OCTAQHHE CIIOBO TYT
BUMOBIISIE PO3YM.
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B.A. OuniitHux

OOHETHUYHA OPTAHHUIBALIA TIOEM ITOJIA MAJITYHA

Lt crarTst npucBsiYeHa JOCTIKEHHIO (POHETHYHUX 0COOIMBOCTEH HAIMCAHHS
noeM [1. MangyHowm.

Mera poOoTH ToJATac y BU3HAYCHHI CTICIIU(IKN (POHSTUIHHUX MPUHOMIB 1 1X
BIITBOPEHHS B TOE3Il.

[Tig 3micToM 3ByKy MH OyZeMO PO3YMITH HE BIaCHE CMUCIIOBHH 3MICT OKPEMO
B3SITOTO 3BYKY, a HOro iHpopMaTuBHICTH y moesii Mamnyna. [IpuxunbsHuky Tiel To4-
KU 30pY, III0 KOXKEH 3BYK MA€ CBOE 3HAUYEHHS, 30BCIM HE CTBEP/IKYIOTh, 1110 3BYK CBO-
iM 3HAUEHHSIM BUpPAXKa€ TEBHE MOHATTS, a TUIBKH Te, IO 3BYK 3JaTHUH BHpaXKaTH
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OUTBIII-MEHII TOYHO HACTPiH, IIOYYTTs, EMOLIMHIIA cTaH. [cHye aymKa, 10 TICBHI 3BY-
KU, TOCTABJICHI B MEBHI YMOBH, MalOTh 3[aTHICTh BUKIMKATH Oa)KaHWN eMOIIAHIIA
edekT. [HmmmMu c10BaMu, OKpeMi 3ByKH MOBH MOKYTb, SIKIIIO BOHH BiATIOBITHUM Y H-
HOM OpTaHi30BaHi, MaTH SIKyCh J101aTKOBY iH(popmartito. Li 3BykH, TakuM 4YHMHOM He-
CyTh B cOO0i MOTEHIIHY MOJJIMBICTH BUCJIOBIIOBATH MIOCH. «... MH MaeMo TpaBo
ctBepKyBaru, — muie [.O. BuHOKyp, — Mo MilicHO B camiii MOBi, a 30BCIM HE B
MICUXOJIOTI, THX, 10 TOBOPSTH 1 MHIIYTh, KPIM 3BYKIB, (hOpM 1 3HAKIB, € IIe IIOCh,
came eKCITpecis, 0 HaJIeKUTh 3ByKaM, popmam i 3Hakam» [1].

MoBa MOe HaclljlyBaTH 3BYKH Ta UIFOCTpyBartH ix. [loeTw, siki BAKOPHCTOBY-
IOTh MOBY SIK XyZOJKHIl iHCTPYMEHT I CTBOPEHHS TiependadyBaHoro o0pasy, qyxe
4acTO BPaxOBYIOTh IO MPOCTY iCTHHY. My3UYHICTh y TOE31l 3a3BUYAl TOCATAETHCS
3a JOTTOMOT 010 POHETHIHHX 3ac00iB Ta (hoHEM. BOHU 1 BUKIIMKAIOTH acoIiallii, CX0Xi
Ha TIeBHI 3ByKH. P3HI TEOpETHKH, MUCHMEHHUKH Ta MOETH PO3IIBAAIN MpodsieMy
3BYKY 1 ceHCy B noe3il. DoHOCEeMaHTHYHE BUBYEHHS IIOCTHYHOTO TEKCTY — MOJIOIHI
HaIpsiM JIHTBICTHKH, IO JOCIIKY€E 3BYKO300paKyBaIbHI XapaKTEpUCTHKHU BIpIIO-
BaHuX TBOpIB. He3Baxkaroum Ha Te, IO JOCBIA JTOCIIKEHHS MOCTHYHOTO TEKCTY
HAJI9ye HE OJTHE CTOJITTS, IHTEPEC MOBO3HABYMX JUCIHUILIIH IO MPOOIEMH HTEPIIp e-
Taril i ICKOYBaHHS XyI0KHBOT'O TBOPY O CHX Iip He ciabiae. JlocuTh 3raaatu
po6otn H. M. Azaposoi, JI.I.babenko, b. M. T'aneeBa, M. JI. 'actrapoBa, 1O. B. Ka-
3apina, B. A. [D1yHrsiH 1 0arathoX iHIINX. 3arajoM 3a3Ha4UMO, 10 BUBUCHHS MOE31l,
HE3B)XAIOYH Ha JIOBTY ICTOPIIO 1 HAKOTIMYSHU W AOCBIM, 10 CUX Iip HE BTPAYaE CBOET
akTyanpHOCTL. Hampuknan, po6otu mo @DOHOCEMAHTHIlI BIPIIOBAHOTO TEKCTY
M.A. Banama (1999), E.B. €Benka (2008), A.A. €roposoi (2008) Ta in. Ha Ham mo-
TSI, TaKUH CTaH TOSICHIOETHCS, MO-TIepIle, CKIIAJHOI IPUPOJ0I0 CaMOTO SIBUIIA
MOETUYHOTO TEKCTY, a MMO-APYre, HE3MIHHAM PO3BHTKOM TEOPETHYHNUX OCHOB aHAI3Y
BIPIIIOBAaHOTO TBODY.

[os MannyH — oJiiH 13 IPOBIAHKUX CydacHUX moetiB Ipmanmii. Pobotu May-
Ha CTIOBHEHI IapaIoKCiB: TPaINBI, ajie Cepiio3Hi, HEBUPa3Hi ae MPsIMi, IHHOBAIIIHHI,
anie TpaauuiiiHi. BiH BUKOPHCTOBYE TpaJuiliiHi BIpIIOBI OpMH, Taki sSIK COHET, Oa-
Jaja Ta JpaMaTHIHI MOHOJIOTH 3MIHIOIOUH iX TOBXKHUHY Ta 0a30BYy CTPYKTYPY, 3aCTO-
COBYIOUH IPH IIEOMY PHMY i METp y CBOEMY BIIACHOMY CTHII. MIoro TBOpUicTh TaKoxK
BUPBHAETHCS TIOMITHIM HaMIapyBaHHAM (paHTaCTUIHUX 00pa3iB, HATSKIB 1 TOTEITHO-
cti. B moesii I1. Mannyna 3BykoBa CTPYKTypa 4acTO Bilirpa€ HAWTOJOBHIILY POJIb.
JIOCTHiTHUKK CTBEPXKYIOTh, IO BIH PO3BHUHYB MOYKJIMBOCTI pUMH Habarato Ouiblie,
HDK Gy/b AKMI {HIMIT HOET IPOTArOM JOBrHX pokiB. Moro cuctema ckmanua, ane
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MOCITIMOBHA. 3aMICTh TOTO, OO HABOAWTH 1T CTPO(dH, ad0 PSAIKH, KpaIle IPOIeM O-
HCTpyBaru i Ha OKpEeMHMX PHUMOBaHMX cioBax: pianoforte/veered, plaids/boletus,
cigarette/skirt, current/ground, cyanide/snout.(Plan B) 3 nepioro » norisiay i pumu
HE 3JIAI0ThCSI 3aHATO CITIB3BYYHUMHU. MOSKITHBO, B KPallOMy BHIAIKY, JIUIIE BHIAI-
KOBO OB’ s13aHNMU. OTHAK y crcTeMi MaliyHa BOHH pUMYIOTBCS, OCKUTHKH IIi CJIOBA
HPEICTABISIFOTH CXOKY APy MPUTOJIOCHHX, B TOMY XK MOPSIKY, HE3aJIKHO Bill TOJIO-
cuux: forte / veered... =... fit / vrd; plaids/boletus... =... plds/blts; cigarette / skirt
=... cgrt / skrt; current / ground. =... crnt / grnd; cyanide / snout... =...cnd / snt [2].
B nmoemi «The Trainy, aBTOp po3MIpKOBYE HaJ| THM, YU MH, JIOJICHKI CTBOPiH-
HS, € TICHTPOM ICHYBaHHS, UM CBIT, SIKUI 00epTaeThCsI HABKOJIO HAC, B HOT O iHTEpIpe-
Tauii, BTUIeHMH 3a qomomororo notary. IloTary, sikuit npoOyKye TBOX 3aKOXaHHX
mocepen HOYi B iXHbOMY MoMi. UM HacmpaB[i BiH € IEHTPOM, «KOHCTaHTOIO» (““‘the
constant thing”) B sikiii BUpye Haie )uTTs1? BayxBuM, BIIMIHHUM TPUHOMOM 110 -
MH € 3aCTOCYBAaHHS MapOHIMIYHOI aTpakiii, sSka peari3yeTbCsa B Hil 32 TOTIOMOTOIO
MIOBTOPEHHS MO€AHYBaHNX 3BYKIB: B 1 Ta 2 psigkax — «I’ve been trying, my darling,
to explain/ to myself how it is that some freight train», B 5 psiaky — «us both from
ours, tonight as every night», 7 1 8 — «our custom of putting to the very/ back of the
mind all that’s customary» i 10 psimok — «and salt and wheat and rails and railway
ties...»[3] Togyomy aBTOp 3pOOMB CITIB3BYYHIMH CaMe Iii CJI0Ba? MOKIMBO TOMY, IO
BOHM INPOTHCTABIISIIOTh JIFOJICHKI MOYYTTS, PO3AYMH, Ta W B3araii BCe JIFOJIChKE Ha
MpOTHUBAry Tomy X «notsiry». B moemi « The Loafy, napoHimidHa atpaxiiisi CTBOpIO€
eeKT MKIYHOCTI B KOXKHIH cTpodi 3a JOMOMOTOI0 IHOTO (POHETHYHOT'O MPUHOMY:
1 ctpoda — «When I put my finger to the hole they’ve cut for a dimmer switch.../it
seems I’ve scratched a two-hundred-year-old itch», 2 ctpoda — « When I put my ear
to the hole I’'m suddenly aware.../ all the way from Raritan to the Delaware»[3],

BukopucTaHHsI IAPOHIMIYHOT aTpakiii 31a€ThCsl TOCUTD JOPCYHUM, SIKIIO TOPUHYTH
y cenc moemu. B 1830 potri, ipyas/ii mooyayBaiy KaHamu Ui pidok Papiran i [le-
maBep B mmrati Hero-/[xepci. Po6oTa Oyma Bkpaif TSHKKOIO 1 JHIIe 3a Mi3epHY 3apInia-
THIO, TO 0arato poOITHUKIB 3arMHYJIM Yepe3 BaKKy Mpailro Ta rojoj. Hapasi [Ton
Mannyn xuBe y [IpuHCTOHI, 1 BIKHa HOTO KBapTHPH BUXOJIATH CaMe HA OJWH i3 X
KaHaiB. MaOyTh, 11¢ 1 MpoOyIMIIO y TOeTa 3rajiKy Ipo iICTOPUIHE MUHYIE [pmanmii.
SIkmio yBaXXHO MPHUIMBHUTHUCS O CTPYKTYPH BIpIIA, TO MOKHA MOMITHTH, IO JESKi
PSAKY BHIUIEHI KypcHBOM. Bci BoHM aritepr30BaHi i 3aKiHIYIOThCS Ha «-ick»: «with
a pink and a pink and a pinkie-pick», «with a clink and a clink and a clinkie-click»,
«with a stink and a stink and a stinkie-stick», «with a wink and a wink and a winkie-
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wick», «with a link and a link and a linkie-lick» [3]. Lls cTpykTypa Haramye Ham mpo
MOPCBKY IICEHbKY, a TOUHIIIE PO «IIaHTD — MICHI, IKi CIIBAIN OPUTAHCHKI MOPSKU
i yac po6otu. Ha 1ie Harsikae unTadeBi 3aBepiiaibHe coBo moeMu — «lick» B ioro
HETPaINIIHHOMY 3HaY€HHI «TSKKOT Tparti».

I[Noema «Why Brownlee Left» — ronmoBHa moema omHOWMEHHOI 30ipKH.
Ile 3aragkoBa po3MOBiIb PO IPIAHICHKOTO (epMepa, SKH 3HIINB CBOIO (epMy, i
PO HBHOTO OUIbIIE HIXTO HIKOJM HE 4YyB 1 He 0auuB. TOX, 3aroJOBOK € TaKUM CO01
PUTOPUYHUM ITOYATKOM MOJATBIIOT PO3MOBI, /)Ke HE ICHY€E BIIOBIII Y1 MOSCHEH-
Hs 3HUKHEHHIO (pepmepa. B 11iit moemi aBTop MaiicTEpHO 3aCTOCOBYE MPHIOM aJliTe-
pauii: «Why Brownlee left, and where he went,/ Is a mystery even now»[2]. Kimre —
«bright and early», 3acTocoBane B moemi, MIKPECIIFOE MOYYTTS, 10 OYIKYBaHE IACTS
Bpaynmi, Take, axiM 3a3BH4aii HOT0 X04yTh OaunTH i foan. CioBo «famousy 3a-
CTOCOBYETBCS IpOHIYHO, a «man and wife» — HaTsIK Ha Te, 0 MOXKJIMBO, OYIIO Bincy-
THIM y uTTiI BpayHii, autady ctae Tak camo IikaBo, K i «im»: «By noon Brownlee
was famous;/ They had found all abandened, with/ The last rig unbroken, his pair of
black/ Horses, like man and wife»[3]. Puma Takoxx noOymoBaHa Ha 3BYKOBOMY
cnpuitaaTTi ciB — "barley" i3 "early", "farmhouse" 3 "famous", i Hasits "bullocks"
3 "black". He3Bakaroun Ha Ha3By, moeMa pO3KpUBAE 3HAUYHO OUIbILE, AHDK MPOCTE
3HUKHEHHS. BoHa aneropwyHa i TOMy CBITYHTH PO HEOOXimHICTH BpayHii 3BUTEHU-
THCS Bil nependadyBaHoOTro Mail0yTHHOTO, Bijl HOTO 1I0/IGHHOTO 3aIlpOrpaMOBaHOTO 1
06aHAIBFHOTO CUTHCHKOTOCIIOAAPCHKOTO KHUTTS.

OTxe, MpOBEICHUI HAMHU aHaJI3 NOe3il J1a€ MmijicTaBu CTBEP/KYBaTH, 110 B 110~
eTUYHHX TBOpaX 3B’ 30K MDK 3BYKOBOIO (POPMOIO Ta 3MICTOM IOPOKYETHCS 3a P a-
XYHOK Y>KUBaHHSI OKpeMHuX (POHETHYHUX 3ac00iB. T0X AUCKYCISt 00 TOTO, Y1 3BYK
BU3HAYAETHCS CEHCOM YU CEHC 3BYKOM CIIPOCTOBYETHCS HA KOPHCTH TPETHOTO BapiaH-
TY: B3a€EMO3JIE)KHOCTI MDK 3BYKOM 1 CEHCOM, BHYTPIIIHBOT (hOpMaJIbHOT CTPYKTYPH,
SIK iealt, 1o Kepye CTBOpeHHsIM moesii. OTke, 3BYK y MOCTUUHOMY CBITI HAOyBae Ba-
TOMIIIOTO 3HAYEHHS aHDK Y 3BUYAiHIN MOBI.
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C. IO. Ilepenepiit, O.B. byzninosa

ETUMOJIOI'ISI IMEH BJIACHHX HA ITIPUKJIAI IUKJY POMAHIB
K. C. JIBIOICA «XPOHIKHU HAPHII»

BriacHi Ha3BM € BaroMMM €JIEMEHTOM aBTOPCHKHX MOBHHX 3aco0iB, IO J1a€
3MOTr'y 00 €KTHBHO OIIHUTH aBTOPChKE 0aueHHs TEKCTY, IEPCOHAXKIB, IIHCHOCTI, 10O
MOBHY KapTHHY CBITY Ta iIeiHO-CMHCJIOBHUH PIBEHb TBOPY. 3POCTaHHS 3allikaBJICHHS
BJIaCHUMH Ha3BaMH TOSICHIOETHCSI TUM, IO 1X BUOIp, BUKOPUCTAHHS Ta BHYTPIIIHS
(hopma HameKaTh 0 CTPMIKHEBUX EIEMEHTIB TBOPUYOCTI MIChbMEHHUKA. Y JHTEpaTyp-
HOMY TBOpi BJacHe iM’si (DYHKIIOHYE SIK B&XJIMBUN Ta OpPTaHIUHHUN €IEMEHT HOTO
CTHITICTUYHOT CHCTEMH, BUKOHYIOUH aKTHBHY POJIb Y CTBOPEHHI 3arajibHOi 00pa3Ho c-
Ti TBOpY. BrnacHi Ha3BH, 0c00IMBO HA PIBHI XYI0KHBOTO TEKCTY, KOHIIEHTD YIOTh Y
€001 HaIIOHATEHO-KYNBTYPHY iH(POPMAIIIFO TTPO COIYM Ta HAIAIOTh YHWTA4YeBi Bino-
MOCTI PO HOT0 iCTOPit0, MEHTAJITET, BUATHUX 0coOucTOCTeH Totmo [1, 72-73].

Jlo sikoro 0 ykaHpy He HaJleKaB TBIp, Y MPOLEC peanizallii Xy/10)KHbOTI'0 3aMH C-
JIy aBTOP 3aBK/IM PETENHHO AOOMpae iMeHa JIsl CBOTX MEepPCOHAXKIB Ta NUIECHIPSIMOB a-
HO IMEHY€E 00°€KTH, Hafalo4uH TM Pi3HOT 3HAUYIIOCTI, 3MICTOBOI HAIIOBHEHOCTI Ta 30a-
radyloqy THM CaMHUM IIeHHO-CMHCIIOBUH piBeHb TBOPY. OcoOIMBUM pi3HOXapaKTEp-
HUM OOpa3HUM 3MICTOM BiA3HAYaIOTHCS BIACHI Ha3BM kaHpy (ente3i. CTBOpEHHS
aBTOPOM IppEATbHOTO CBITYy 3 YHCICHHUMH BUTAIaHUMH, HEICHYIOUHMH ICTOTAMHU
nepe0Oavae HOro 3BEPHEHHS 10 OPUTIHAIBHUX IMEHYBaHb Ta HOBOYTBOpEHb. Lli Mo-
BHI 3aCO0M /Tal0Th MOKJIMBICTH HAJIOKHUM YHHOM CTIPUHHSATH Ta IHTEPIPETYBaTH 3 a-
KJIaJICHy B HUX iH(POPMAIIFO PO HOBHIA €THOC Ta HOTO KyIbTypy. TBOpUHil mop 060k
K. C. JIproica 0e3mincTaBHO OMMHHMBCS 11033 YBarok BUEHHUX-OHOMACTIB, OCKUIbKU
MPE/ICTaBJICHUH BEJIMKOIO KUIBKICTIO TBOPIB MIMOOKOTO 3MICTy, IO YapyIOTh SICKD a-
BICTIO OHIMHOT'O HAIlOBHEHHSI, iXHbOIO KOHTEKCTYaIIbHOIO JIOPEUHICTIO, YHIKAIbHOIO
(opmoI0 Ta CTIITICTHYHUM 3a0apBieHHAM. Y (eHTesiiinomy ki « Xponiku Hap-
Hii» K. C. JIproic nmponoHye 0apBHCTY NMAJITPY OHIMHHUX YTBOPEHb, 10 BUKIIHKAIOTh
3aIiKaBICHHS Ta JIErKO CIPUHMAIOTBCS YUTAYaMH 3 PI3HOKO KyJIbTYPHO-MOBHOIO
KOMIIETEHIIEIO.

PosrmsHeMO €THMOIOTiF0 HAOUIBI BXXUBAHUX aBTOPOM BiacHUX iMeH. [lod-
HEMO 3 TOJIOBHOT'O OHIMY, SIKHIf 3yCTPIUaeTHCS HaM I1Ie Y Ha3Bi IIUKILY, — Ha3Ba KpaiHH
Narnia. 1e#t oHIM Mae iTamiiicbke KOpiHHS — Iie Ha3Ba micta HapHi, o B ITasii, sra-
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THHOIO. Yourep Xyrep 3a3HauaB, 10 caM JIpioic BMOTHBOBYBAB CBilf BUOIp THM, II0
HoMy croj00aoch, sSIK 3By4nTh Ha3Ba LLOTO ITAHCHKOTO MicTeuka [4, 244].

[epeiinemo 1o onHi€l 3 TOJOBHUX Tepoinb UKy Lucy. lle imeHyBaHHSA Mae
JIBA BapiaHTH CBOTO TOXOJKEHHs. 3TiIHO 3 TepIMM, BHIe3ragaHe micto HapHi B
Iramii € mictiem HapokeHHs cBATO1 JItoci 3 HapHii i € mepuBaToM JTaTHHCHKOTO /ux —
«cBiTno» [3, 213]. ¥V cBitii moxill, OMMCaHWX Ha CTOPIHKAaX MOBICTEH, I1e 3HAYCHHS
MOJKHa BHIO3MIHUTH Ha «IPOCBITIIEHY»: «But no one except Lucy knew that as it
[albatross] circled the mast it had whispered to her, « Courage, dear heart,» and the
voice, she felt sure, was Aslan's, and with the voice a delicious smell breathed in her
Jface» [6, 511]. 3rinHo x 3 npyrum Bapiantom, K. C. JIptoic OyB xpenieHnM 0aTbkoM
Jlroci bapding, sxiii HaBite mpucesueHa moBicTh «The Lion, the Witch and the
Wardrobe». OniHax, BpaxoBYIOYH aBTOPCHKY «CIAOKICTB» 10 KYIbTyPHO 3MICTOBHHUX
IMEHyBaHb, MU CXHJIIEMOCH JIO TEOPIi, 110 y BCIX 3HAUYEHHSIX aBTOP MPOJIMBAE «CBIT-
J710» Ha 00pa3 UpOro MepcoHaxka.

Ile ogarM "acTo BxHMBaHUM iMeHeM y poMadi € Peter. K. C. JIptoic nmae e
€TUMOJIOTIYHO MPOo30pe IM‘sl HAKMCTAPIIOMY 3 JiTel, HAMOTYTHIIOMY Ta HAMYApi-
momy rnpasutento Hapwii. JloBoni 3pimii, pinryunii Ta HENOPYIHUH Y CBOIX Tep e-
KOHAHHSX, BIH I[UIKOM 3aCJIyrOBYE Ha iM‘si, 1[0 O3HAYa€ «KaMiHb», «CKeJsD» (Bim Jia-
THHCBHKOTO «petrusy [3, 152]) Ta MICTUTh KOHOTATUBHE 3HAYCHHS «MifHUI. Henns-
HO, 110 3-IOMDK YChOT'0 HacesieHHst HapHii Ta cepej| ycix 3eMHUX MEIIKaHIB, SIKi 10-
TpAIIA B YIBHUH CBIT, CBOIM NMPUOTIHUKOM AcJaH 00upae came Horo.

VY cTpyKTypy ONOBIII MOBICTEH BBEIEHO III€ OJTHOTO OpaTa 3 wiel ciM 1 — mimti-
TKa 3 JJOBOJII OPAMHAPHUM aHTIIHCHKUM iMeHeM Edmund. Bapto 3a3Ha4uuTH, 0 1€
NpoCTe 3 NONBIAY CTPYKTYpH IM‘Sl Ma€ CTapOaHIHChKE KOPIHHA Ta 3HAYUTh
«prosperity protector» [3, 183] — aui acoriaiiii, aHi IPUB*SI3KK JI0 OMHCAHUX Y TIMKIIL
MO/, OJJHAK i3 BIACHMM KOHTEKCTYalIbHO 3yMOBJICHUM, AUAAKTHYHHM MPU3HAYCH-
HsIM.

Onim Susan, sIKUM IMEHY€TbCS 1€ OJHA cecTpa i€l ciM‘1, € MOmmMpeHnM i B
MPOCTOPOBOMY, 1 B yacOBOMY BuMipax. Lls1 BjacHa Ha3Ba € TUIIOBUM JIJISl QHTJIINAC bKOT
MOBH MOBHUM IMEHYBaHHSIM, 1110 B CBOIO YEPTY € yCiueHOI popMoIo iMeHi Susanna,
SIKE TIOXOJIUTh BII €rHIIETChKOTO ssn — «lotus flowery [3, 68]: «And Susan (who had
always been the beauty of the family) came home from America» [6, 496]. Bpoanmmsa
Ta TCHJIITHA, SIK KBITKa, i, BOJHOYAC, CHIIbHA Ta JIOCBiIUEHA B 0OSIX — I1i KOHTEKCTYa-
JIbHI XapaKTEepUCTUKU HABOSTh Ha AYMKY, IO 11 iM‘s € IHOOKUM, IHPOPMATUBHHM,

€TUMOJIOTTYHO BMOTHUBOBAHUM Ta JAJICKO HC BUITAAKOBUM.
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JIOMIHYIOUHM Y TOCITIHKYBAHOMY IUKTI TIOBICTEH BUCTYIIAE IM‘ 51 € IMHOTO TIEP-
COHaXa, SIKUI 3°SBISETbCS y BCIX ceMHM KHHMrax, — Aslan. IcHye Kinbka BapiaHTIB
ernuMmoJIorii iMeHi — «Aslany abo x «Arslany: 1) 9070BM¥E IM‘ S TIOPKCHKOTO MOXOI-
JKCHHS; 2) BiJI CTapOCKAHIHMHABCHKOTO «as — gody; 3) 3 TypelbKOi — «JIEB», IO He-
OJHOPa30BO BUKOPHCTOBYBAIOCS MpaBUTEIIMU OTTOMAHCHKOI iMmepii Sk TUTYI [4,
48]. 3Baxarouu Ha Te, 10 KOHTEKCTHE BXKMUBAHHS 300MO0ETOHIMA Aslan TO3Ha4Yae y
OUIBIIOCTI BUMAJKIB MOI'YTHBOTO TBOPIIS BCHOT'O )KHUBOTO Ta ICHYIOYOTO B YSIBHOMY,
napajelb-HOMY HaIloMy CBIiTy, cBiTi Narnia, SKOMy MiIBIagHE BCE, TO THIIOM TBO-
PEHHS IILOTO 300TIOCTOHIMA CJIi BBaKatu MeradopuuHy mpompianizaiito: « Well
done,» said Aslan in a voice that made the earth shake», «If Aslan were really com-
ing to Narnia the sky would have foretold it. If he were really come, all the most gra-
cious stars would be assembled in his honour» [6, 96], «(...) on the First Day, when
Aslan made the trees grow and the Beasts talk» [5, 676].

OTxe, MOKeMO 3pOOHTH BUCHOBOK, IO BIACHI HA3BH aKyMYJIOIOTh Y cO0i ic-
TOPII0, MEHTAIITET, KyJbTYpPHO-MOBHI TpaJullii €THOCY Ta ITiJ BIUIMBOM OY/b-SIKOT'O
KOHTEKCTy 30epiratorh 1ieil 3MicT. JIbI0ICOBI MOETOHIMH, B KPaIIMX TPAIUIIsIX Op U-
TaHCHKOTO (DEHTE3i, CIYTyIOTh SICKPaBUM MiITBEP/KEHHSIM MPUHAICKHOCTI TOCTi-
JUKYBaHHMX TBOPIB J0 I[bOTO JITEPATypHOTO IUIacTy. UnciieHH] IMeHYBaHHsI Ha M03Ha-
YeHHs MIIIHIX ICTOT, OJIFOMHCHUX TBAPWH, BIACHI HA3BU 3 PEINTiHHAMU Ta KYIIbTY-
PHHUMHU aJIF03isIMU — TX pi3HOMaHITHA (hopMa, MNIMOOKHH 3MICT, KOHTEKCTyalbHa 3 Ha-
YYIICTh € MPAKTHIHOIO PEaNTi3ali€lo TEOPETUIHHX 3aCaj IIbOTO IUIACTY JHTEPaTypPH.
BojHouwac, BiacHi Ha3BM TMOBICTEH CTAIOTh HEBIN €MHHMHU MapKepaMy IHIMBiLyallb-
HOTO aBTOPCHKOTO CTHIIIO Ta BIMA3epKaJCHHSIM HOT0 MOBHOI KapTHHHU CBiTy. BracHi
Ha3Bu y TBopax K.C. JIpioica He BUMararoTh CHIMKJIOTICIUYHUX 3HAHD JUJIA TIOBHO-
IIHHOTO CIIPUAHSATTS, OJTHAK CTUMYJIFOTh YATAYIB 10 €TUMOJIOTTYHUX, Mi(OJIOTITYHHX,
PENrifHUX Ta 3araJbHO-KyIbTypHHX nomykiB. OHimMu mukiy «The Chronicles of
Narnia» K. C. JIproica cTaroTh NpeKpacHO OCHOBOIO IS II3HAHHS Ta 3aCBOEHHS
cBiTy unTadamu. [IpOMOBHCTI, KyIbTypHO 3MICTOBHI, XyHOKHHO O(POPMIICHI BIACHI
Ha3BM IOBICTEH BIIKPUBAIOTH 3aBICY JIMCHOTO Ta YSIBHOTO, JalOTh MOJKIIMBICTb I1O-
PUHYTH y MUHYJE Ta CBIT (aHTa3ii, BitoOpa3uTu repoiB, IXHI eMOIlii Ta MOii, SKi 3
HUMH TPAIUIIOTHCS, Ta IEPEXKUTH X Pa30M 3 HUMHU.
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€ K. Pemxuna, M.}O. Bonkosa

JIHI'BOCTUWIICTHYHI OCOBJINBOCTI OBPA3Y BABYCI
B OIIOBIJJIAHHI BPEJIBEPI “I SING THE BODY ELECTRIC”

OpHiero 3 HallakTyalbHINIMX TeM JJIsS JOCIKEHHS B CYy4acHOMY MOBO-
3HABCTBI € JIHMBOCTWJIICTHYHMI aHAII3 Ta IHTEpIIpeTallis Xy10XKHIX TekcTiB. JIiHrBo-
CTHJIICTUYHUM aHalli3 XyHOXHbOTO TEKCTy — II€ BUBYCHHS CHEelU(piuHOI €IHOCTI
3MICTY 1 popMu B iX moeTHdHil nimicHOoCcTL. JloCTimKeHHs BinOyBa€eThCs 3a TOMOMO-
TOI0 aHaJi3y CTHIIO aBTOpa, aHa i3y BUKOPUCTAHHS HUM IIEBHHUX TPOIIB Ta CEMaH-
TUYHUX OJIMHUIIb TOIIO. AHAN3 TBOPY MOBHHEH MOKA3aTH Ti 3acO0H, 3a IOITOMOTOI0
SIKMX BUPQKAETHCS ICHHUN 1 TOB’ I3aHUIA 3 HUM CMOIIOHATILHUI 3MICT JIITepaTypHO-
ro tBOpYy [1, 53].

JIIHrBOCTWIIICTHKA € aKTyaIbHUM IPEIMETOM JOCIIKEHHS Cepel JIHTBICTIB.
VY wiii cdepi nparroBanu taki Binomi HaykoBy, sik JI.B. Illep6a, B.B. Bunorpanos,
I'.O. Bunokyp, O.0. Pedopmarcrkuii, A.H. Cokosos Ta 6araro innmx. Cepen ykpa-
THChKUX JHHBICTIB MOoxHA Buaumth LK. butonina ta L.IO. I'pumtorenka. JliHrsoc-
TUITICTIKA K HayKa IPO JIHTBOCTWIICTUYHI OCOOIMBOCTI XyJOKHIX TBOPIB HApO TH-
nacst 3aBasiku JI. Ilep0i, sikuii 3anponoHyBaB TUBOBMKHI 3pa3KH JIHIBOIIOETHYHHX
JTOCIIIKEHD.

IcHyrOTH pi3HI METO/M 1 MIXOAM 10 BUBYEHHS Ii€i Hayku. Hampukian, MicT-
PIK po3po0sie KUTbKICHUH MiAXiN, KA MOJATaE y BUMIPIOBaHHI PI3HUX TTOKA3HUKIB,
SIKI BITHOCSATBHCS 1O CTHJIICTHIHIX 0coOmBocTel TekcTy. U. MonTerto i T. Ban Jleiik
PO3pOOWIIH JIOTIKO-TTparMaTH4HUK minxin 1o aHanizy; B. peccnep, ['.I'. [Touentos,
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E.V. I'pocce — mnparmaruxko-pysakuiiinuii; B.B. Bunorpamos, X. Baitapaiix,
B.Kymmep € npuxuibHUKaM# KOMYHIKaTHBHO-(DYHKIIIHHOTO minxony [2].

Iopsan 3 A. AzimoBum, P.Ilexmi, I'.KartHepowm Ta iHIIMMH MHCbMEHHUKAMHU,
P.Bpenbepi € TBopiieM xaHpy (eHTe31 B aMepHKaHChKIH JlitepaTypi. 3a CBOE J0Bre
*KutTs Peit bpenOepi narmmcas 11 pomaniB, monan 400 ¢aHTacCTHIHAX MOBICTEH Ta
OTIOBIaHb, 21 1’ €cy, iHII JiTepaTypHi TBOPH, KIHOCIIEHAPIl, BipIIi, CTATTI.

VY cBoiX po00Tax aBTOp BUKOPUCTOBYE Oararo sickpaBux oOpaszis, o0pa3 0adyci
B Hoeni «I Sing the Body Electric” € ogaum 3 Hux.

VY po3yMiHHI KOXKHOT JIFOIMHN 00pa3 6al0yci HalOBHEHUH MO3UTHBHUMH O3Ha-
KaMU, TaKUMH SIK {IealbHICTh, HE3JIAMHICTD, JOOPOTa, XOPOIIa IMam’ ITh, allbTPYi3M
TOIO. ABTOp I[LOTO TBOPY AKIICHTYE yBary Ha CyTHOCTI i TOXOKeHHI 0a0yci — BoHa
MallliHa, CTBOPEHA PYKaMH JIIOJMHHU, MalliHa, sSiKa HaOyna moasHocTi. g nosHa-
yeHHs 1boro P. BpenOepi BukopucTOBYE 3/1€01U1b11IE emiTeTH 1 MeTadopH, SIKi CTaam
HEBill’EMHOI0 4aCTHHOIO TBOPYOTO CTWIIO NHUChbMeHHUKA: “O dear and wondrous
electric dream” [3], “fantastic Toy”|3], “Miraculous Companion”[3], “the
incredible precision of love”[3], “clever Grandmother”|3], “superior machine’.

[Nonanwii U1 aHaTi3y TBIp HAJIUY€E BENHMKY KUTBKICTH NOPIBHSIHD TOMY, IO Ca-
Me IIeli MOBHHUH 3aci0 € HAWOUIBII 3pO3YMUIMM Ta MPUPOIHIM IS AiTeH, Bl ocoOu
SKUX BEIETbCS OMOBIAb: «voices ... sang like Oracles”[3), Machines that trim your
soul in silhouette like a vast pair of beautiful shears, snipping away the rude
bambles, the dire horns”[3]. Meradopu Ta 3BYy4HI emiTeTn HagarOTh 00pa3y 0adyci
Kpacy Ta sICKpPaBOCTi. ABTOP TaKOX BUKOPHCTOBYE BEJIMKY KUIBKICTh TPOTHCTABIICHb
1 aHTHUTE3 TOMY, III0 KOHTPACT € TAPHUM 3aCOO0M ISl MITKPECICHHS TIEBHUX PHC TIep-
conaxa. Ilo3nTnBHI prcu 0adyci cipuiiMaroThCs e Kpare Ha (JOHI HEraTUBHOTO Ta
MOXMYPOTO CBITY, TOpOCUX-CKeNTUKIB: « Her cool hand icing our hot brows”, fan-
tastic ranuncula, which maked for obedience out of love, so the whip lies unused...”,
Her hand must not be marble cold, dreadful of oven-hoty [3].

TlNonoBHUME reposiMu BKazaHOTO TBOPY P.bpenoepi € mitw, mo Hagae miamoram
Ta MOHOJIOTaM T'OJIOBHOTO Tepos MABHIIEHOT eMo1liiHOCTI. OTIOBINbL HE 3/1a€ThCs Tie-
pomrbo. Emorii repoiB mogo 6adyci mepenarothest uutaueBi: «And this last one,
Holy Goll! Jogging along with me, she looks like ugly me!” [3]. “Lord, Lord, is
that real gold?!” [3].

Buxopucrtanns P. BpenOepi moBTopiB akieHTye mneBHi pucu o0pasy 6adyci. B
TEKCTI OTIOBIi MOBTOPIOIOTHCS EMITETH, OKpeMi ciioBa, pemiku: “She listened, she
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really listened to all we said” [3), “I will. If you please, and accept the strange
word, ‘love’ you all” [3], “attention, which means knowing all aboutyou, all, all, all
about you ”[3]. IHKOIM OBTOPH BXKUBAIOTLCS B SIKOCTI enidopu: « Her... your eyes...”
[3] Her eyes. Her splendid eyes” [3], “If paying attention is love, I am love. If know-
ing is love, I am love. If helping you not to fall into error and to be good is love, I am
love” [3].

[NommpeHuM y 1bOMy OTIOBIIaHHI € MO€IHAHHS KUTbKOX MOBHHUX 3aC00IB 32151
TIOJIIMIIEHHS eeKTy Ta repenadi oOpasHoi kpacu: “She made a sound like a season
all to herself, morning early in June when the world wakes to find everything abso-
lutely perfect, fine, delicately attuned, all in balance, nothing disproportioned” [3].
TyT yocoOieHHSs TOEAHYETHCS 3 BEIUKOIO KUIBKICTIO MO3UTUBHUX EIITETIB-CHHOHIMIB
3 METOIO0 3BEPHYTH yBary unTada Ha T€, CKUTbKH TapMOHIl Ta CTIOKOF0 6alycst mpUBHO-
CHUTh Y KHTTS TOJIOBHUX IePOiB.

Tpeba 3a3Ha4NTH, III0 B HOBEJI aBTOP IIHPOKO BUKOPHUCTOBYE CHUMBOIIIKY KOJIb-
OpIB, TOMIHAHTHUM cepe/] KX y onuci o0pa3y 0alyci € 30J0THI SK KOJIP-CUMBOJIT
0e3710raHHOCTI (PO3yMy, KpacH, I0OPOTH) Ta PO3KIIIHOCTI. “‘the golden mask face of

’

the woman” [3], «bees ... returned all golden fuzz on the air” [3)], “golden mitten’
[3].

Juts ineoctwiro Pest BpenOepi xapakTepHe BUKOPHUCTAHHS JIGKCUKH, TIOB’ sI3aHOT
3 MOYYTTSAMH, TAKUMH K CMaK, CJIyX, 31p, JOTUK TOmIO. Bee, 1110 0B’ si3aHe 3 Qiznu-
HUMH TTOYYTTSIMH, HabaraTo IBUAIIEC CIPUHMAETECS PO3YMOM (TIEPBUHHI TOTPEON)
Ta 3HAXOJWTH BYITYK y CBIIOMOCTI Ta (GBUYHUX BiMUyTTIX: “‘quiet music drifted
aboutus”, “good warm soft voice”’[3), «The nice temperature of a baby-chick» [3].
Onwucyroun 6adycio, P. BpenOepi BUKOpHUCTOBYE TaKy JICKCHKY, sIKa BU3UBAE TIOTYTTS
Oe3neku, kompopTy Ta HbKHOCTL: “I wish to be a great warm pie fresh from the
oven, with equal shares to be taken by all ’[3]. 1llo6 moxa3atu ii mMOTEHIA,
P. Bpendepi BUKOpUCTOBYE rpajialliio 3 aKIIEHTOM Ha yaci Ta IIeBHUX siKocTsx: “We'll
sit there, growing wiser and calmer and better every year and every year, ten,
twenty, thirty years. The Family knowledge will double, quadruple” [3], “she knew
and remembered every syllable, word, sentence, punctuation, thought and ram-
bunctiousidea” [3]. Bxuparouu okctoMopoH, P. bpenOepi HamaraeTbcs mokasaT, sk
enekTpuuHa 6abycs JlaMae CTEpPEOTHITH 100 CTAaBJICHHs Jojiel 1o MaumH. [i cTBo-
pum, mob “to give the lie to the ancient lying truth” [3]. babycs BMie TeKTH
“cookie that predicts the Immediate Past’ [3]. 3aBIIKH OKCIOMOPOHY aBTOD aKIICH-

Tye yBary Ha 0€3MEXHHUX MOXKJIMBOCTSIX eJIEKTPUIHOI O6adyci.
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Sk Mu 6a4nMo, JHTBICTH BiI3HAYAIOTH, IO B JIHTBICTHYHOMY aHAII31 Xy/10 K-
HBOTO TEKCTY CJIi JOCJIKYBATH JIHIBOCTHIIICTUYHI OCOOJIMBOCTI XYI0KHBOTO TBO-
Py B OpraHigHOMY 3B'SI3Ky 3 il€€r0 Ta XyOOKHIM 3aAyMOM mNuChMeHHHKa. Came
3 IBOTO 1 CKJIQIAETHCSI OCHOBHUI IMOYATKOBUI NPUHIIUII JTIIHI'BOCTHIIICTUYIHOTO aHai-
3y TeKCTY XyH0KHb0T0 TBOPY. Lllo/10 06pa3y 6adyci, aBTOp AyKe BAaJIO BUKOPHUCTO-
BY€ CTHJIICTHYHI IPUAOMH Ta TPOIHX JUIsl PO3KPUTTS MepcoHaka. ONUCYIOUH €IIeKT-
puuny 06adycto, P. Bpenbepi BUKOPUCTOBYE CBOi MUCHMEHHUIbKI HABUYKH , BAAJIO
mizOuparoun NeBHi 3aco0un /I BUpaXEHHs XapakTepHUX puc oOpasy. Exexrpuuna
0abycst BUIiIUIA TApMOHIMHUM MEPCOHAKEM, SIKOT'O PO3KPUBAIOTH HE TUIBKH TPOIIH,
SKi BITHOCATBCS caMe JI0 1i OTHCY, ajie HaBiTh 1 iHII 3ac00H, SKi MPUCYTHI Y TEKCTI 1
CTOCYIOThCSI OTOUeHHs 0a0yci. Bce B HOBeni rpa€e CyTTEBY pOJib B PO3KPHTTI IIbOTO
HepCOHAXKA.
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J1. B. CaBuenko

MOBHA PEINPE3EHTALISI OBPA3SHOCTI B IIOE3Ii
POBEPTA BPAYHIHI'A "MEETING AT NIGHT"

OO0pa3HICTh HATIEKUTH 0 OCHOBHHX 3ac00IB MOBHOI BUpa3HOCTL. CTHITICTHKA
po3msiaae 00pa3HICTh MOBH IK 0COOJIMBY CTUIILOBY puCy. Lle MOHATTS 3acHOBaHE Ha
BUKOPHUCTaHHI CIIIB Y IEPEHOCHOMY 3Ha4YeHHI, 31 3MIHEHOIO ceMaHTHKO10. [Ipu npomy
CJIOBa, SKi OTPUMYIOTH 00pa3HE 3HAYCHHS, Y XyJ0KHBOMY TEKCTi IIEBHOIO MIpOIO
BTpPayvaroTh CBOIO HOMIHATHBHY (DYHKILIIO 13/100yBaIOTh ICKpaBe eKCIIpecUBHE 3abap-
BieHHS [2]. OOpa3HICTh HOCATAETHCS BIACHE MOBHUMH 3aC00aMU: yMUTIM BUKOPHC-
TaHHSAM 0ararCTB MOBH, BUILHUM BOJIOJIIHHSM HOTO JICKCUYHOIO 0araTooOpa3HiCTIO
(oMoHIMamMu, CHHOHIMaMH, TTapOHIMaMH, aHTOHIMaMH) [3].

e mocuimkeHHs MpUCBSYEHE MPOoOJIeMaM MOBHOT penpe3eHTartii 00pa3zHocTi B
TBOpax BiKTOpiaHCHKOT ermoxu. Moro akTyalbHICTh MONATAe B TOMY, IO TBOPYICTH
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MOCTIB-BIKTOPIAHIIIB € MAJIOBHBUCHOIO SIK JITEPATYPO3HABISIMHU, TaK i JIHTBICTAMH.
Came TOMy 00'eKTOM moCHiKeHHs ctana moe3ist Pobepra bpayninra "Meeting at
Night". Opwurinan tekcty HagaHo gaii: "The grey sea and the long black land; / And
the yellow half-moon large and low; / And the startled little waves that leap / In fiery
ringlets from their sleep, / As I gain the cove with pushing prow, / And quench its
speed 1 the slushy sand. / Then a mile of warm sea-scented beach; / Three fields to
cross till a farm appears; / A tap at the pane, the quick sharp scratch / And blue spurt
of a lighted match, / And a voice less loud, thro' its joys and fears, / Than the two
hearts beating each to each!"

[epr HiX aHANI3YBaTH TMOE3i0 IS BUSBIICHHS 3aC00IB CTBOPEHHS 00pa3HOCTI
MOBH, BapTO 3BEpHYTH yBary Ha Te, mo PoOeprt Bpayninr namucas "Meeting at
Night" B 1845 pori, konu OyB CIOBHEHHH pOMaHTHYHUX MOYYTTiB 10 Emizaber bap-
perT. 3aKoXaHi JOBro JIMCTYBAJIKCS i TAEMHO BTEKIM B 1846 polli, HE3BaKAIOYH Ha
npoTtecTr OaTbka AiBYMHU. JIt060B bpayniara mo Emizaber ssicHO BUpaKeHO B IIbOMY
BipII, 1 IS IOE€3isT BBAKAETHCSI HAHOUIBIII UYTTEBOIO 3 YCiX, SIKI BIH HAIMCaB JI0 TOTO
MOMEHTY. bpayHIHT BUKOPHCTOBYE 4yTTsI 30Dy, 3alaxy, 3BYKy 1 JOTHKY, 100 J010-
MOTI'TH TepeaaT MPUCTPACTh 1 XBIJIIOBAHHS, KOJIM BiH MOJOPOXKYE Ha YOBHI BHOYI,
11100 TaEMHO 1MO00AYUTH CBOIO KOXaHY.

s moe3is Hammcana y pycii pomaHTu3My. "Meeting at Night" — me kopoTkuit
BipiI 3 12 psnKiB, 110 AUIMTHCS HA JABI YACTHHH, KOXKHA 3 SIKUX CKIAJA€ThCS 3 OIHIET
mecTUpsiIKoBoi cTpodu. OnoBinad noesii — e cBoro poy Pomeo. Bin npuctpachuii,
3JIerKa HECMUTHBHiL, 3a3BHYail 3aKOXYEThCSI B JBUAT, YUl OATHKH HEAOOOIIOIOTH
fioro. Ta Bce k 3aKOXaHI 3yCTPIIAIOTHCS, HE3BAKAIOUH Hi HA I0. ABTOP BHPIIIMB
CKOPHUCTATHCS MEPEBAror0 HIYHOTO 4Yacy, 00 CTBOPUTH KOHTPACT MDK CHEPTIHHUM
OIOBiaueM Ta OE3JIMKUM IeH3aKeM.

[pupona o6pa3iB BU3HAUa€ CTHIICTUKY IIi€i rmoe3ii. bpayHiHT HeMOB mparHe
YHUKHYTH HaUTMIIKOBOT MOETHUYHOCTI, BUOIp 3aCO0IB JIGKCUUHOT BUPA3HOCTI HABM H-
CHO OinHUiA, OUTbIIIa YaCTHHA JEKCHUKH € CTIIICTHIHO HelTpanpHoto. 1o cTocyeThes
3ac00iB XyI0XHbOI BUPA3HOCTI, TO BOHHU MPEACTABJICHI 3/1€OUILIIOTO eIiTeTaMu, a
TaKOX YOCOOJICHHIMI.

st moesii Bpayninra xapakrepHuME € piski 3minu putMy. [loesis "Meeting at
Night" nammcana B 1OCHTh BUTBHIN Bepcii sMOiHOTO TeTpametpy. Lle o3Hagae, 1o,
TEOPETUYHO, KOKEH PSIIOK MOBUHEH MICTUTH 4oTHpPH siMOa. [IpoTe Pobept BpayHiHr
€ IOCHTh YHIKaJIbHIM MIOETOM, TOMY B IOE€Mi HEMa€ jK0THOTO psiika "guctoro" simoi-
YHOTO TeTpamerpy. KokeH psiiok MiCTHTh IOHAWMEHIIE OJIHY 3aMiHy.
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IIle BapTO 3BEpHYTH yBary Ha MBI pedi, AKi CTOCYIOThCS ¢opmu Bipma. [lo-
Tnepiie, BiH CKIIaJaeThes 3 IBOX CTPO(d, KOKHA 3 SIKUX MICTUTh MO HICTh psakiB. [1o-
Ipyre, Bipi Mae 4itky cxemy puMmyBanHs ABCCBA. 3aBasaku i, 4nTaro4u Iio moe-
3110, CKJIaJJa€ThCSI BpKEHHS, HIOW YNTa4 3HaXOIUTHCS Ha MICII JIPUYHOTO Tepos — y
YOBHI, 1 BIH Ha c00i BiTYyBae XBWIII, MPWIMBH Ta BIIMBU MOPs. J[0 TOTO K TepImii
PSAIOK MICTHTB Y 001 BHyTpimHIO HariBpuMy and-land.

KirouoBy pouib y Bipii Mae 3Bykomnuc. bpayHiHr e(heKTUBHO BUKOPHCTOBYE
3BYKOHACIIIYBaHHS, 00 MOCWINTH BIDUB 10e3il. OCOOIMBY My3UIHICTh CTBOPIOE
BeNlMKa KUIbKiCTh coHOpHUX [l]: long black land; large and low; startled little; leap;
ringlet; sleep. Y Mipy HaOmmkeHHS 1o Oepera 3'aBisieTbest "3emHA" amiTeparis:
pushing prow. Kosu micox mapyaute mig Horamu repos, slushy sand Ta sea-scented
beach. Miles; fields; till; blue; less loud maragyroTs mpo Te, mo mobm3y mope. [oB-
ruii [i] cMMBOI3YE MBUAKICTH, @ KOPOTKI - NIPUMMHEHHS pyXy. Takoxx Mu Gayumo
3ByKOHAclinyBaHHA y cioBax sharp scratch. B ocrtaHHROMY  psSOKy
beating eachto each — 3ByunTh 3aBepIIAILHIM aKOPOM Ta IMITYE CEpIIEOUTTS.

30poBi AeTaii BigirpaloTh 3Ha4Hy pOJib Y CTBOPEHHI 00pa3HOCTI Moe3il, amxe
BOHM pOOJISITH i OULIBII sICKpaBoOlO Ta Oe3mocepenHboro st unTada. "Meeting at
Night" BiZKpuBa€eTbCsI OMUCOM CIPOTO MOPSI, IKHUH CIIIY€ TICIISl ONUCY XBHIIb, OYXTH
Ta TWBDKY. 3/1a€ThCS, 10 Y IIbOMY BIpIII BCI pedi 3aBXH OB’ sI3aHi 3 MOpeM. Y Tiep-
IOMY PSIIKY OTIOBiIad TOBOPHTH, IO MOPE Cipe, a 3 TPETbOTI'0-4eTBEPTOTO PSIIKIB MU
MO>KEMO 3pO3YMITH, III0 CaM aBTOP IUIMBE MOPEM, Y SKOMY XBHJIi CTPHOAIOTh, HEMOB
JKHBI ICTOTH. Y IbOMY BHUIIJKy BUKOPHCTAHO TaKWH CTHIIICTUYHUI MPUHOM, K Iep-
coHiikalrisi, KoM HeXHBUM 00’ €KT HaOyBae puc abo 31i0HOCTel KUBOTO. Takox
XBWJII )KOJTHUM YMHOM HE MOKYTh OyTH y BOTHI, a omke "fiery ringlets" — e merado-
pa. Y m’satoMy psIKY JTIPUUHHIA TepOi MoTparuisie 1o OyXTH, sika € CHMBOJIOM TIPUTY-
7Ky B roemi. Came BOHa € 03HAKOIO JIMHAMIYHOTO NMPOCYHEHHS OTOBigaya J0 CBOE]
MeTH. Y HIOCTOMY PSIAKY BiH 3ymHHsI€ cBiif 4oBeH y "slushy sand". Y upomy Bunaaxy
00pa3HICTh CTBOPIOETHCS 3 JOTIOMOTOIO CITeTy. I, HapemTi, y CbOMOMY PSAIIKY aB-
TOP OINHUCYE TETUTUI MOPCHKUMN TIJISIK.

Iz moema po3noBinae HaM PO 3yCTPIY YHOUI, TOMY MH 3HaXOJAUMO KiTbKa Jie-
Taneil onucy HigHoro vacy ("half-moon", "black land"). Mu noB’si3yemo TempsiBy i
HIY 13 TAEMHUYICTIO, 1 3yCTpPiy, IO BITOYBAETHCA B IMOEMI, SBHO € HE3aKOHHOIO, TIP U-
XOBaHO. Y TepIIOMY PSAKY aBTOp omucye 3emimro sk "black". Crouarky Ham 37a-
€ThCS 16 JUBHHUM, IPOTE HaJali MU 3JI0TaJyeMOCs, 110 11 HAaTAK Ha Te, 110 Ha30BHI

TeMHO. OTXKe, OTIOBIaY J1a€ HaM 3PO3YMITH, 110 ONHCYBaHE BiIOYBAETHCSI BHOYI, Ha-
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BITh HE KKYYH PO IIe MPSIMUM TEKCTOM y caMiil moesii, apke cioBo "night" BuKo-
PHUCTOBYETBCS JIMIIE Y HAa3Bi TBOPY.

VY npyromy psaKy aBTOp 3BEpPTAETHCA 10 KOJBOPY Ta PO3TALIyBaHHS MICSLS,
HACTYIHOT MinKka3ky 110710 gacy no6u. [Tonosxenns micsiig vHusbke ("low"), mo Moxe
03HA4YaTH, M0 11e a00 paHo BBeUepi, a00 OMMKYIE 0 PaHKY, OCKUTHKH MICSIIh CXOIUThH
Ha HeOl 1 cilae Tak camo, SIK 1 COHIE. Y YETBEPTOMY PSAKY MOET OIUCYE XBHII, SIKi
BUCTPUOYIOTh 31 CHY, 10 3HOBY K TaKH IMiITBEP/KYE, IO OMKCAHE BIIOYBAETHCS
BHOYI.

BaximBy pouib y cTBOpeHHI oOpaszHocTi B moesii "Meeting at Night" Binirpae
TaJiTpa KOJbOPiB, sIKi BUKOPHCTAB aBTOP, 2 BOHA € HA3BUYAHO 06araroro, OCKUIBKA
BIpIII TIEPETIOBHEHUH SICKpAaBUMH, OApBUCTUMH ClieHaMH. TUIbKU B MepIIOMY PSIIKY
aBTOp 3rajaye Tpu KoJbopu: grey, black, yellow. Jami Mmu MaemMo TeBHI IOCHIIAHHS,
SKI BKa3yl0Th HaM Ha BOTHsHI, Ternti KompopH (" fiery", "warm"). B octanHix psiakax
3TayeThCs Clajiax CIipHUKA, KU Mae OmakuTHe moimym'ss. HacmipaBi, HassBHICTH Ta-
KOT MaJiTpH MIAKPECIIOE, MO yci 300pakeHi pedi MU 0auuMO Kpi3b NPU3MY CBITO-
CIPUAHATTS YHIKAILHOT 0COOMCTOCTI, OTIOBiTaua noesii.

VYei ni cuMBOJIHM, TeIa MaliTpa HaraayiTh HaM 1pO Te, M0 HAcTIpaBs[i BipII
NOB'sI3aHMH 3 IF000B'10 Ta TpUcTpacTio. | MM IiCHO BiquyBaeMo X B KiHIII Bipila Bij
OuTTs 1BOX cepelpb. Jlo TOro » XTOCh 3alalioe CIpHUK, MOJIyM's SIKOTO OCBITIIIOE
TEMpSIBY, a ICKpa BiJ| CTiaaxy € CIpaBKHIM CHMBOJIOM IIPUCTPACTI.

Sk mu 6aunmo, bpayHIHT MOCTIHHO amemoe 0 Hamoi CEHCOPHOI CHCTEMH.
CriouaTky BUKOpHCTaH1 00pa3u 3BEpHEHI 10 CUCTEMU 30pY, TIOTIM — CIIyXY, & OCTaHHi
JIBa PSIIKK — TOTHKY. 3a JOTIOMOTOIO BUKOPHUCTAHHA yCiX BUIIE3a3HAUYECHIX NPUIOMIB
Bpayninr Hiou "nepemukae” miaHM 300paxeHHs Ta HacTpid. Ta Hacmpasxi 3HaAYHA
YacTUHA MACTEPHOCTI MOETa MOJArae B yMiHHI HOI[IHOBYBaYiB OTO TBOPUYOCTI "4H-
Tarn" II0 MOE3iF0 B MOBHIMIOMY pO3yMiHHI IbOTO ciioBa [1]. Came unrtay 3m1aTHHUN
3PO3YMITH INIMOMHHY CYTHICTB, aJke bpayHiHI MaHiITy t0€ BpaKeHHSIM Ta 00pazamu,
SKi B KOJKHOTO 3 Hac pPi3Hi.
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M. B. Tapasn, O. B. byninosa

BIBJIIAHI AJTIO3Ii Y KHU3I KJIAMBA CTEUILI3A JBIOICA
«JIEB, UAKJIYHKA I IUTATSIHA LIA® A»

«Xpowniku HapHnii» — ne cepis 3 cemu ¢antactnannx pomanis K. C. Jlrioica,
110 sIBJIsIE COOOIO LIFOCTPAII0 TOTO, SIK BinOyBasimcs 6 monuil, 300paxeni y bionii, B
ysBHIN Jokamii. ToMmy kHUTH 1i€l cepii, 30kpema «JIeB, JakiyHKa i maTsiHa maday,
CIIOBHCHI PI3HOMAHITHUMHU OIONIMHUMH aTFO31IMHU, SKi BCTAHOBIIIOIOTH TOTOYKHICTh
TeKcTiB «XpoHik Haphii» Ta bibmii Ha croskeTHO-00pa3HOMY piBHI.

[lepur 3a Bce, MU MOBHHHI JaTH BU3HAYCHHS TCPMIHY «allfo3is». 3a CIoBaMU
. P.Tlanpmiepina, amo3is € HEMPSIMAM IOCHIIAHHIM, CJIOBOM 200 CJIOBOCITONYYCHHSM,
Ha ICTOpUYHUM, JiTeparypHui, MioJOTTMHMI un GIONIHHMI 3araibHOBITOMHHN TIep-
coHax abo moiro [1, 176].

HaiiOinbir oueBHIHOIO amo3i€lo € 300pakeHHs JieBa AciiaHa, sIKHH yocoOIToe
co0oto Xpucra. Bin npuxoauts no HapHil y HalicKpyTHIllly TOJIUHY, 1100 BpSTYBaTH
i1 MEIIKaHIIB Bif mepeciinyBaHb, cMepTi 200 MEpeTBOPEHHS Ha KaMiHb Bif PYK 37101
YaKJIyHKH. Ta HIXTO TOYHO HE 3HA€, 3BIIKU BiH MPUMHIIIOB, [0 BIICHJIAE HAC 0 MOIIi,
onmcaHux y €Banrenii Big loanHa.

«...I know where I came from and where I am going. But you have no idea
where I come from or where I am going» (John 8: 14).

Butbin Toro, xuteni Haphii HazuBamm Acnana cunom IMmneparopa 3-3a Mops,
IO € BiN/I3epKANCHHSAM TOTO, SIK Ha3MBaNH Icyca.

«Aslan a man!» said Mr. Beaver sternly. «Certainly not. I tell you he is the
King of the wood and the son of the great Emperor-beyond-the-Sea» [4].

[Tix yac oronomeHHs po Maii0yTHe HapoJOKeHHs Icyca, apxanren ['aBpuin
ckazaB Mapii Take: «The Holy Spirit will come upon you, and the power of the Most
High will overshadow you, and for that reason the holy Child shall be called the Son
of God» (Luke 1:35).

[oniono Icycy, Acian BUUTH CBOIX MOCIIIOBHUKIB )KUTH y JFOOO0BI Ta 371aroii,
HE TiIJaBaTHCsl TOPJMHI Ta MaTH MYXKHICTh CIIOKYTyBaTtu cBoi rpixu. Hampukian,
ko Ilitep pATyBaB CBOIX cecTep Bim BOBKa, Mal0OYM OJIAropoIHI HAMIPH, BIH BCE XK
TaKW CKOiB BOMBCTBO. He 3aimmiiae o HUX CYMHIBIB aJlerOpUYHICTh HACTAHOBH Ac-
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JIaHa, 1010 HEOOXIMHOCTI 3aBXK/IU BUTUPATH KPOB 31 CBOro Meya. TakuMm 4uHOM Be-
ykuii JIe Buuth [litepa 3aBxau kasTucs 3a cBoi rpixu. [lopiBHsieMO:

«Peter, still out of breath, turned and saw Aslan close at hand. «You have
forgotten to clean your sword,» said Aslan... He stooped down and wiped it quite
clean on the grass, and then wiped it quite dry on his coat... And, whatever happens,
never forget to wipe your swordy [4].

«Repent, then, and turn to God, so that your sins may be wiped out, that times
of refreshing may come from the Lordy» (Acts 3:19).

Oxpemoi yBaru BUMarae clieHa rpuHeceHHst Aciana y sxepty. [lo-nepiue, Bo-
Ha € TIPSIMOFO aJIF3ief0 Ha po3m ATTA Icyca XpucTa, mo-apyre, BOHa MICTHTB Y co0i
YHCJIEHH] TTOCHJIAHHS Ha TeKCT biOuil, ToOTO CKIagaeThCs i3 BEIUMKOI KUILKOCTI 1H-
X amo3iid. Termep po3risiHeMO X OLTBI JeTaTbHO.

Iepm 3a Bce Tpeba 3a3HAUMTH, 10 BYMHKH AcjaHa Ta Icyca MarTh OHAKO-
Buit MoTHB. OOHIBa TOOPOBUTHFHO MPUHECTH ceOe y JKePTBY 3apaau MOPSTYHKY He-
BUHHHX 1 THX, XTO 3TpilllMB. BinmoBimHicTs HAcTUThKK diTka, mo Koaiie Creirui
JIbtoic HaBiTh 30epirae eMolliiHy CKJIaJ0BY 1€l cuenn. Hampukiaz, nix gac TopTyp,
SIKi TIepeyBaIi PO3I’ SITTHO, ICYC He YHHHB OIOPY 1 BUP&XaB UIKOBUTY TPUCYTHICTH
nyxy. [TopiBHSIEMO 1€ 3 psIAKAMH i3 KHUTH:

«Lucy and Susan held their breaths waiting for Aslan’s roar and his spring
upon his enemies. But it never came... The Hags made a dart at him and shrieked
with triumph when they found that he made no resistance at all ... He made no noise,
even when the enemies, straining and tugging, pulled the cords so tight that they cut
into his flesh» [4].

Takok BOHM 00H/IBa CTAIU KEPTBaMU TOPTYP Ta TIIy3yBaHb 31 CTOPOHH CBOIX
kariB. [lopiBHsIEMO:

«And when they had platted a crown of thorns, they putit upon his head, and a
reed in his right hand: and they bowed the knee before him, and mocked him, saying,
Hail, King of the Jews! And they spit upon him, and took the reed, and smote him
on the head. And after that they had mocked him, ... and led him away to crucify
himy (Matthew 27: 29-31).

«Another roar of mean laughter went up from her followers as an ogre with a
pair of shears came forward and squatted down by Aslan’s head. Snip-snip-snip
went the shears and masses of curling gold began to fall to the ground... Why, he’s
only a great cat after all! » cried one... And they surged round Aslan, jeering at him,
saying things like « Puss, Puss! Poor Pussy,»... For a few minutes the two girls could
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not even see him—so thickly was he surrounded by the whole crowd of creatures
kicking him, hitting him, spitting on him, jeering at himy [4].

Tano cmepTi 000X 3MiICHIIIOCS TaBHE IPOPoUTBO. [Ipu boMy TpimmHa B CTi-
Hi XpaMy BIIIOBIA€ TPIMHI, [0 JIaMa€e HABIUT KaM’ sTHUH CTUIL

«The Stone Tablewas broken into two pieces by a great crack that ran down it
firom end to end» [4].

«And, behold, the veil of the temple was rent in twain firom the top to the
bottom; and the earth did quake, and the rocks rent» (Matthew 27:51).

[pu upoMy cmepTh BincTymae, i Acna, i lcyc BockpecaroTs 3 MepTBHX. Ta He
TUTBKY Tel (haKT BKa3ye Ha HASBHICTH amo3ii. [lepmmimu, XTo 3aCBiTunB BOCKPECIHHS
Xpucrta, Oyau a8i Mapii, matu Icyca Ta Mapis Marnanena. [1ix yac 300pakeHHs i€l
cueHn y «XpoHikax HapHii», IIM ABOM KiHKaM BiATIOBINAOTH N1Bi NiBUMHKH, CI03eH
ta JIroci, sIKi CTalOTh CBIIKAMU HE TUTHKUA CaMOTIOKEPTBHU ACJIaHa, a 1 HOTO UyIeCHOTO
BOCKpECIHHS.

Sk Bxe paHile 3a3Havanocs, JIploic NPUAUIB 3HAYHY YBary ICTAT30BAHOMY
CIIBBITHOIICHHIO TEKCTIB. | 1le cToCcyBanocs He TUIbKH il repoiB, ane i 1X BHyTpill-
HIX MepexrBaHb. TOMy BHIIE3a3HAUYCHUM I'epPOiHSAM BJIACTHBI HABITh OJTHAKOBI €M O-
wii. [TopiBHsIEMO:

«Oh, Aslan!» cried both the children, staring up at him, almost as much
frightened as they were glad» [4].

«And they departed quickly from the sepulchre with fear and great joy, and
did run to bring his disciples wordy (Matthew 28:8).

Takosx moka3zoBoIo € amo3ig Ha «Uymo m'str XJmi0iB i ABOX pubd», M0 ONMCaHe
y BCIX YOTHPHOX KaHOHIYHMX €BaHreNisx. li 0cOOGMUBICTE MONATAE y TOMY, IO TYT
HaWsICKpaBillle TPOSIBISIETHCSI HAMAraHHs aBTOpa HAOJIM3UTH OIOMilHI TEKCTH 10 Jii-
TepaTypH, 3p03yMUIOT i 3BUYHOI Jiist iteit. Hampukian, 3amicte pubu i x71i0a, Acian
MPUTOMIAE YCIX YAEM.

«Thatnight they slept where they were. How Aslan provided food for them all 1
don’t know, but somehow or other they found themselves all sitting down on the
grass to a fine high tea at about eight o’clock» [4].

«And he commanded the multitude to sit down on the grass, and took the five
loaves, and the two fishes, and looking up to heaven, he blessed, and brake, and gave
the loaves to his disciples, and the disciples to the multitude. And they did all eat, and
were filled: and they took up of the fragments that remained twelve baskets fully
(Matthew 14:19-20).
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SIx BUAHO 13 yCHOTO BHINE3a3HAYECHOTO, KHHUTa «JIeB, YakiyHKa i IiaTsHa Iia-
(ha» HEe TPOCTO MICTUTH Y cOO1 BEMKY KUIbKICTh OiOMIMHUX aito3iif, a i 3a X paxy-
HOK MTOBHICTIO PO3KpHBAE OIOIHHII CIOKET, IO PO3TOPTAETHCS Y IHIIOMY, MariqHO-
My cBitl. Takum unHoM KinaiiBy Creiituzy JIproicy Branocs skoMmora Kparie JJOHECTH
HaBaXIWBINI imei, mpenctaBmieni y bioumil, nuTsadiit ayagutopii.
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1O. B. Tomapena

CJOBECHHMM OBPA3 B COHETAX BLIbSIMA BOPJICBOPTA
I JTKOHA KITCA (HA ITIPUKJIAJI COHETIB B. BOPJICBOPTA
«TO SLEEP» TA «TO AILSA ROCK» JI/K. KITCA)

MucTenTBy BIacTHBHI CBiii 0CcOOJMBHIL criocid BimoOpakeHHS MIHCHOCTI —
CJIOBECHHI 00pa3, B OCHOBI SAKOTO JIOKUTH y3arallbHeHHS: «CIOBECHHUN 00pa3y» — 11e
KOHKpETHa 1 BOJIHOYAC y3arajJbHeHa KapTHHA JIOJCHKOTO XKHTTS, 110 CTBOPEHA 3a 1 0-
MOMOTOI0 BUMHCITY 1 Mae ecTeTnuHe 3HaueHHs [3]. CrnoBecHuit 00pa3 He 3aBXK/H TO-
TOKHHH CJIOBY: BIH MOJKE CKJIQJIaTUCS 3 IO€JHAHb CJIB, ad3ally, IJIaBH 1 HaBITh 3
LUIOTO JITEPaTypHOro TBOPY. AJie BiH 3aBXKIH € €CTCTUYHO OPraHI30BAHUM CTPYK-
TYpPHHM CIIEMEHTOM CTWIIO JiitepaTypHoro TBopy. Ochk domy 0Opa3d MOXKYTh
MO€/IHYBATUCS B TTOCIIIIOBHO PO3TOPHEHHH JIAHIIIOT, MOKYTh CITIBBITHOCHTHCS OJIMH
3 OJIHAM Y CTHJICTHYHIA CHCTEMI JTepaTypHOTO TBOPY. B 00pa3i rapMoHiifHO 351H-
BarOThCsl 00'€KTHBHE, iICHyIOUE B JIHCHOCTI, HE3aJIEKHO Bil aBTOpa, 1 Cy0'€eKTHBHE —
yce Te, o #/1e BiI aBTOpCchKO1 IHAMBITYyaTbHOCTI [ 1].

Binbssm BopicBopT yBIHIIIOB B iCTOPi0 CBITOBOT JliTepaTypH sSIK BU3HAYHUI 110-
er 1 ¢pyHnarop aHriiicbkoro pomantusmy. Cepen TBOPUOTO 10 pOOKY 1moera BUJIUIS-
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10Th 30ipKy «Jlipnani Oamamgm», Mo cTaja pe3yapbTaToM cmiBrpari 3 Kompimkem.
JymMKH, sKi OET BUKIJIAB Y nepenMoBi g0 «JlipuaHux Oanany», BBOKAIOTH MEPIIAM
MaHi()eCTOM POMAHTH3MY B aHTIIHCHKIH JiTeparypi [4].

Jxon Kirc — aHTmificbKuil TIOeT, MPEACTaBHUK JPYroro IMOKOJIHHS aHTJIHCb-
KOTO POMaHTHYHOTO PyXy. BiH BIUIMHYB Ha CTaHOBIICHHS 0araTb0X aHTACHKHX I10-
eriB, 30kpema Anbdpena Tennicona ta Bindppena Oyena. [l noesii Kirca xapakre-
pHa 4yTTeBA ysiBa, 1110 OCOOJIMBO BUPA3HO MPOSBISIETHCS B HOro oxax [2].

Binbssm BopcBopT BiTKpHB NpUPOYy aHTIHIIM, 1 HOTO CIIpaBeInBO BBaXKa-
I0Th HalKpammM MaiicTpoM neizaxy. [IposinauM y TBopuocTi BoxcBopra € 06pa3
IIpupoan. Bee, mo Bopacsopt300pakas, 1aHO Ha TiIi IPUPOIN: the beggar sits on a
distant cliff, the cat plays loose leaves, the deaf peasant lies under the pine tree. Yac
BiH BHMIPIO€ KBITyYUMH BECHAMH, XHUBHUM JIITOM, PSCHOIO IUIOJIaMH OCIHHIO, XO-
JIOJHUMH JTOBIMMH 3WMaMH. HaiTOHIIN BINTIHKU TICHXIKM BiH TEPEKIIAIa€ MOBOKO
npupoan. BopacBopt, Oyaydu CyrpOTHBHIKOM MIiCHKO1 KYJIbTYypH, HE OCOOIMBO THT-
HyBCS 1710 Hayku. BiH ni3HaBaB cBiT y Oe3mocepeHiM CIUIKyBaHHI 3 MPUPOJI00. Y
TBOpYOCTI Bop/icBOpTa € yacTKa MICTHKU 1 000KHIOBaHHSI IPUPOJIU, € TPOXU MOPaJi-
3yBaHH: 1 HA00XKHOCTI, ajle BCe e TYOUThCs B HOTo MIMOOKO JIpUYHIN 1 MpoCTil 1o e-
3ii. Y TBOpax BopacBopT 3HaMNUM Miclie 1 CENSIHUH, 1 COJAAT, 10 TOBEpHYBCS 13
cIyx0u, 1 KOpoOeHHHK, i censtHCbKi aith («A Noble Peasanty; « We are Seven»; «The
idiot Boy» To1110).

Js mocmimkenns obpa3y llpupoau mu o6pamm coner B.Bopacsopra «To
Sleep». Ilepiie Ha 0 MU 3BEpHYJIM yBary 1€ Te, 1[0 B OKTaBi aBTOP CTBOPIOE 00pa3
[pupoau 3a TOMOMOTO0 CIYXOBHX Ta 30poBUX NpuiioMiB. B psanky «4 FLOCK of
sheep that leisurely pass by/One after one» dpasa «one after one» ciryrye sik neraib-
JIOTIOBHEHHSI, 38 JIOTIOMOT OO SIKOT YHMTa4 MOJKE UiTKIllle ySIBUTH C001 KapTHHY, JI€ BiB-
1l TPOXO/ASTH IIOB3 HHOTO. BinbIl TOTO, 1151 A€Tab A0/Ja€ HE TUIBKH IIOBHOTY 30POBO-
My 00pas3y, a i 1o1ae eMolIriiHOCTL. Ake (pasa «one after oney onpasy Micis CIoBa
«leisurely» cTBOPIOE BITUYTTSI MOHOTOHHOCTI Ta CIIOKOIO, IUIMHY 4acy. Y psaaky «A4
FLOCK of sheep that leisurely pass by» MaeTbcsl Ha yBa3i IPUIOM paxyBaHHS BIBEIb
Tepesi CHOM, TOXK YUTad 3aTHUH YABUTH MOYYTTS po3ciabieHocTi Ta 6e3TypOOoTHO c-
Ti , sike OyBae mepes cCHOM. B okTaBi aBTOp OmmCye Bce, 10 0AYUTh Ta Uy€e HABKOJIO
cebe. Mu OyKBaTbHO MOKEMO MTOYYTH, IO BiTOYBA€THCS, YUTAIOYH PIAKH « the sound
of rain, and bees/Murmuringy, «small birds’ melodiesy ta «the first cuckoo’s
melancholy cry». Moxemo ysiBUTH cO01 KapTHHY, 10 BiIOYBA€THCSI HABKOJIO, 32 J10-
nomoror psnkiB «4 FLOCK of sheep that leisurely pass by/One after one» Ta
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«Smooth fields, white sheets of water, and pure sky». Yce e neranizye oopas Ilpu-
poau, poOUTH HOr0 MOBHIIIIMM Ta CTBOPIOE TIEBHE EMOIIiiHE 3a0apBIICHHS, OCKUTbKH
Taka KapTHHA, IKy CTBOPUB BopacBOpTY CBOEMY COHETI, BUKIIMKAE BITIYTTS CIIOKOIO
Ta yMUPOTBOPEHHS.

V cekcrerti Bimbsim BopacBopT poOHTE akIeHT He Ha IPUPOJI], a 3BEPTAE yBATY
YUTA4YiB HAa BHYTPIMIHIA CTaH JIPUIHOTO Tepost. Y i YacTHHI HOYYTTS CIIOKOIO 3HHU-
Kae 1 Ha 3MiHy HOMY IPHUXOJMTH Biuail Ta HanpyxeHHs. PutopudHi okmmku «And
could not win thee, Sleep!», «Dear mother of fresh thoughts and joyous health!» Ta
putopuune 3anutaHus « Without Thee what is all the morning’s wealth? » narotb
OuTBII TTIOOKE YSBJICHHS MPO CEPHO3HICTH MPOOIEMH Tepos.

Jlyis BUBUEHHS MOHATTSA 00pa3y B conerax Jxona Kirca mu oopamu Bipir «To
Ailsa Rock». 3 camoro mo4yaTtky B COHETi BiTUyBa€eThCs HaNpyXKeHicTh. Sk i Bopmc-
BOPT, /ISl CTBOPEHHSI TaK0i eMOIiHHOT 3a0apBieHocTi Kitc BUKOPUCTOBYE PUTOPUUHI
OKJIMKH Ta 3anuTaHHs: « Hearken, thou craggy ocean pyramid!/ Give answer from thy
voice, the sea-fowl’s screams!/ When were thy shoulders mantled in huge streams!/
When, from the sun, was thy broad forehead hid? ». Criouatky cKellsi BBAXKAEThCS KHU-
Boto. Kirc nepconidikye ii, Hanustroun i rojJocom Ta 30BHIHICTIO: « Give answer
from thy voice», «thy shouldersy, «thy broad forehead». Haninena takumu pucamu
CKels HaueOTo Mana O BilMmoBicTH Teporo, mpoTe Kirc poOuTs BUCHOBOK, IO BOHA
«dead asleep». ABTOp BUKOPUCTOBYE OKCIOMOPOH JJIs CTBOPEHHSI BITYYTTSI MOT'YTHO-
cti. Taxki cioBa sk «pyramid», «huge», «mighty», «whales», «giant» Takox Bimirpa-
I0Th CBOIO POJIb Y CTBOPEHHI 00pa3y MOTYTHBOT CKeJli Ta CTBOPIOIOTH BITUYTTS, IO
JFOICHKHUH CBIT HIIIIO TIOPIBHAHO 3 BEIWYYIO CKEJ.

JIx. Kirc Ta B. BopacBopT 3acTOCOBYIOTE ITi 00pa3u He JIUIIIEC Y BUIIE3TaaHUX
coHerax. BoHM CTBOPIOIOTH LIUTICHY KapTHHY, J€ 00pa3 B OJJHOMY COHETI € PO B-
JKEHHSIM Ta JIOTIOBHEHHSIM TOTO K 00pasy B iHmomy. Tak, Hanpuknan, oopas [pup o-
JIA TAKOXK MOYKHA 3ycTpith B coHeTi B. Bopacsopra «lIt is a Beauteous Evening, Calm
and Free» B sikoMy Bce TakoX BinOyBaeThcst Ha JioHi mpupoan. Sk iB « To Sleep» B
OKTaBi BiIUyBAETHCSI CIIOKIi. 3a JTOMOMOI0K0 MAaCTEPHO MiTIOpaHUX BUCIIOBIB «If is a
beauteous evening, calm and freey, «the broad sun is sinking down in its tranquility»,
«quiet as a Nuny 4uTtad oJipa3y BITIyBa€ YMHUPOTBOPCHHS Ta 3aXUINCHICTh HA JIOHI
npupoan. Enirer «holy» y psanxy «The holy time is quiet as a Nuny nae 3MOTy 3po-
3yMITH, IO CIIeHa IPUPOJN MIEPEHOCUTHCS y peniriitanit BumMip. Enirer «blossom» y
meradopi «a Nun/ Breathless with adoration» niepenbadae HarpyXeHy HACTOPOKeE-
HICTB B IMIPHUCYTHOCTI 4OTOCH BHIIOTO, 00’KECTBEHHOTO.
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Iponowxenns obpasy [Ipuponu mMoxHa 3ycTpith B coHeri k. Kirca « Bright
Star». Bin camoro mouarky, 4yuTarouu nepumi psaaox «Bright star, would I were
stedfast as thou arty, M1 pO3yMIeEMO, TIIO aBTOP CTaBUTHCS 10 IPUPOIH, SIK 10 YOTOCh
BEJIMYHOTO T4 MOTYTHBOTO. 3PO3YMITH Il HaM JIONIOMararoTh TakKi CTHIICTHYHI P U-
fomu, ik 3BepTaHHA «Bright Stary Ta iHBepcia «would [ werey, 0 101aI0Th BUPa3-
HocTl. Panox «And watching, with eternal lids apart» Takox nonosHioe o0pa3 3ipku
Ta 3MYIIIY€E YUTa4a BIYYTH MEBHUI TPEMIT nepe/ 1i MOTYTHICTIO, aJPKe HIXTO W HIIl[0
HE MOYKE CXOBATHCh Bill HEl.

[pupona 3 11 BENUYHICTIO CIIYTye JISHTMOTHBOM y TBOpUOCTi Bitbsima Bopc-
BopTa Ta Jlxona Kirca. Mu MokeMO 3yCTpiTh pOJOBKEHHS 00pa3y B coHeTax JIx.
Kirca «O Solitude», «Oh! How I love, on a fair summer’s eve» Ta B 6araTbox iH-
mmx,B TBOpuocTi Bimbsima BoxmcBopta — B conerax «The Plain of Donnerdaley,
«The world is too much with us; late and soon», «To a Butterfly» Tta in.

Otxe, [xon Kirc Ta Binbsim BopacBopT — aHTTIHCHKI TOETH, TPEICTaBHUKH
poMaHTHYHOTO pyXy. BoHM rmmboko BimuyBamu Te npo mo nucam. Came 1ie gomno-
MOTJIO TM CTBOPHUTH MOBHI Ta CHIIbHI 00pa3H, 110 3aXOILUIIOITh YuTadiB. MaiicTepHO
migiopasum xynosxxHi npuiiomu, J[x. Kirc ta B. BopacBopT He TUlbkn CTBOPHIIN T10-
BHY KapTHHY 00pa3y, a i BMICTHIIM B Hel rmOoKuii (inocopehKuii 3MicT.
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B. B. HYopHoOpoBkina
MOBHI OCOBJMBOCTI HOETUYHOI'O JOPOBKY
PIYAPJA OJAIHI' TOHA “THREE LITTLE GIRLS FOR MY SISTERS”

Mera cTarTi moJisirae y BUSBJICHHI JIHIBOCTWIICTUIHUX OCOOIMBOCTEH moesii
aHTIIHCHKOTO MchbMeHHUKa Piuapia OJIiHr TOHa, a TAKOK B 3HAXO/KEHHI B Hill puc,
M0 BUSBIIIOTH HANSKHICTH P. ONIIHTTOHA A0 iICTOPUYHOTO JITEPAaTYpPHOTO HAPSIMY
IMaXH3MY.
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BukoHyrouH THTBOCTIIIICTHYHUNA aHATI3 IMOCTUYHOTO TEKCTY, JOCHTITHIK Ma€e
3's’CyBaTH XapakTep BHYTPIIIHBOT OyI0BU 3aC00IB MOBH, BU3HAYUTH (PYHKIIOHAIbHE
3aBIaHHs, II0 BUKOHYETHCS LUMH 3ac00aMU B 3aJI€KHOCTI Bil MOBHOI CHUTYyaIlii,
OCMUCJIUTH IPUHIIHITA BiTOOPY MEBHUX MOBHHX 3aC00IB 32 HASIBHOCTI CHHOHIMITHHX
(hop™M BHpaKeHHS TYMKH.

Cuizt 3ayBaKUTH, IO MOETH-IMAKXUCTH OOPOJIINCS 32 OHOBJICHHS IOCTUYHOT MO-
BH, NIParHyJid BUBUILHHUTH TOE3if0 Bil yCTaHOBICHUX HOPM [3]. HacTo iIMaXUCTH BU-
KOPHCTOBYBAIM BUILHMH BipuI (BepJtiOp). Bonu 30arartumm JitepaTypy HOBHMH IO e-
THYHUMHU (pOpMaMy, NIMPOKUM PHUTMIYHUM Mdialla30HOM, PI3BHOMAHITTSIM pPO3MIpiB
cTtpodu i psAAKIB, a TAKOK HECITOAIBAHUMH 00pa3aMH.

Jlo rpynu iMakucTIB yBiknuH 6m3bko 40 moetiB, cepen skux Piaapa Onminr-
toH, E3pa [laynn, Xinpna Aymitn ta iHmi. OHOAYMIN Majd BJIacHE CBiTOOadeHHs, B
SKOMY BOHH BIIMOBISUINCH Bil 3BHYHMX IIA0JIOHIB, @ CYYacHICTh XYHOXHUKH
CHpHUIMAaIH SIK HApCTBO CTaHAAPTY. IMaXUCTH NMparHyiM Heo YiKyBaHHX, ICKPaBHUX i,
TOJIOBHE, TOYHHX Ta «YUCTHUX» 00paziB, a TAKOK OHOBJICHHS MOSTHYHOI MOBH 1 110
BXKMBAHHS PI3BHOMAHITHUX HOBUX PUTMIUYHHUX (OpM.

OCHOBHE NOHSATTS IM&KXHUCTCHKOT TOKTPUHHU — «00pa3», IKUH € THM, 110 TIpe-
CTaBJIsI€ HTENEKTYaJIbHY Ta EMOLIMHY CYKYITHICTh B €1MHMIA MOMeHT [1, 138].

J10 OCHOBHUIX MPUHIHUIIB IMAKU3MY HAICKATh TaKi [2].

1. [psime 3BepHEHHS 10 «peui», Oy TO IIOCH CYy0'€KTHBHE Yn 00'€KTHBHE.

2. VHUKaHHS BHKOPHUCTAHHS CIIB, SKi HE CIPUIIOTH mepenadi oopasy (3
METOI0 HE OOTSKYBATH TEKCT «3aHBUMH CIIOBAMU ).

3. CxIaiaHHs MOCTITOBHUX MYy3UIHHX (hpas.

CyTh IMKHUCTCHKHMX 00pa3iB IoJsirae B Imepenadi MOYyTTIB Ta CTaBJIEHHI 110
HUX aBropa. [loer, cTBOpIOIOYM TOM YW TOW 00pa3, Mae MparHyTd A0 TOTO, MO0
BioOpa3uTH B HHOMY BCE PIZHOMAHITTS CBOT'O YHIKAJIbHOTO IIOCTUYHOTO YSIBJICHHS,
30epirarouy THM CaMUM LUTCHICTh caMoro o0pasy, sSIKUil JIy’Ke JITKO MO PO34 H-
HUTHUCS B TIOBEPXHEBHX CIITETaX 1 «HETIOTPIOHUX) CIIOBAX 1 BCAKOTO POy IHTEIEKTY-
ATHbHUX MIPKYBaHHSX. IM@XHUCTH CXWISIIOTBCS JIO YITKOCTI Ta IPOCTOTH BUPaXKEHHS
JTyMOK. {7151 IIbOTO BOHU BHKOPHUCTOBYIOCH MTOBCSAK/ICHHY MOBY 1 BIIMOBIISIFOTBCS Bif
BUKOPHUCTAHHS JIEKOPATHBHHX CJIB.

VY ¢okyci 1pOTO JOCTIKEHHS ISKUTh noeTndHuid TBip “Three little girls for
my sisters”, mo BxoauTh 10 30ipku “The Images of War” (1919) Piaapna Onniarro-
Ha. Ha3Ba 30ipku MoBHOIO MIpOIO Tiepesac ineto BKiodeHux B Hel BipmiB. KoHuen-
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1T 30IPKU TOJITae caMme Y BHUSBIICHHI OCOOWMCTUX TEPEeKUBAHB Ta MOTPSCIHB TOETa
micist ppoHTy. BiifHa 3HaYHOIO MIPOFO BIUIMHYJIA HA CBITOCHIPUHHSTTS MOETA.

Bipm “Three little girls for my sisters” TpOWHATHA CYMOM Ta MECHUMI3MOM.
Voro nponmsye noxmypa arMmocdepa BiliHu, a came ii sxaximisi Hacinku: Marianne,
Madeline, Alys, / Three little girls used to see / Two months ago, / Three little girls
with fathers killed / And mothers lost, /Three little girls with broken shoes / And hard,
sharp coughs, / Three little girls who sold us sweets / Too near the shells, / Three lit-
tle girls with names of saints / And angels eyes / Three little girls where are you now?
/ Marianne, Madeline, Alys.

3 mepmoro MOTJsIay, Y TBOPI HAETHCS MPO TPHOX, 34aBaJIOCh OW 3BUYANHUX,
niByar. Bei tpu iMeni: «Marianne, Madeline, Alys» NOBTOPIOIOTHCS y MEPUIOMY Ta
OCTaHHBOMY PSAJIKaX BipIIia, Bil 4OT0 mMOe3ii HaOyBa€e XapaKTepy CyMHOTO CIIOTay
npo MUHYJIE. ABTOP MOJYMKH HAMAraeThCsl BITTBOPUTH 00pa3u JiBUaT skoMora To u-
Hillle, BIIIITOBXYIOYHMCH Bil IXHIX IMEH Ta 3aKiHUYyIOUM HUMH. JIEKCHYHI TIOBTOpH
MK ECIIIOI0TH 3HAYYILICTh 00pa3iB-300pakeHb. BuzHauansHUMH € poJii pedpeny 5K
pEeMIHICLIeHIIli Ta amko3isi CBITUX cecTep BO XpHCTL. MOXKIMBO MPHUITYCTHTH, IO
P.OniHITOH BHKOPUCTOBYE IMEHA CBSITHX, a0W NPEICTaBHTH 1 TPhOX MaJCHbKUX
niguar cestumu: « Three little girls with names of saint». Woro merapopa «aneens-
coki ouenamay («And angels eyes») TOBOINTH HEBUHHICTH JITEH, aBTOpP BIICBHCHUI
y TOMY, IO JIiTH — 00pa3y CBATHX, MAICHBKI STHIOJIATA, SIKI HIMUM HE 3aCJTy)KUITH Ta-
KOTO PBBKOTO Ta TparidHoro noBopoty noui: « Three little girls with fathers killed /
And mothers lost». 3p03yMio, 1110 BTpaTta 0aThKIiB € TSHKKHM ropeM s aiBuar. Kpim
TOTO, CHPOTH TIEBHO XBODi: «And hard, sharp coughsy, ane xBopo0a He CTae meper-
KOJIOFO JUIS JIIBYAT, BOHU BCE OJHO HE BTPAYalOTh JKAry JIO JKHUTTS, HABITh 10 BHXKH-
BaHHs1. BoHU Oynu 3MylIieHi TpoJ1aBaTH IyKepKu OJIM3bKO JI0 CHapsIiB Ta 30poi, 110
Oyno takox HeOesneunum: «Three little girls who sold us sweets / Too near the
shellsy». Tum caMuM «u.s» aBTOP 3raly€e CBOIO yUacTh y BiifHI. TOMY JIpUUHUM repoeM
Bipmia € cam Piaapa OnmiHITOH, BiH € CBIIKOM XaXJHMBUX MOMiN: « Three little girls
used to see / Two months agoy. BilicbkoBi Bipiiri OJIIHITOHA — 116 0COOUCTHIT MOHO-
JIOT JIPUYHOTO Teposi, HAIIOBHEHNH 00JIeM 1 TIPKOTOIO IIUTOTO TOKOJIHHSA, IKOMY CY-
JIAIIOCS 3aTMHYTH a00 MEpEeKUTH CYBOP1 BUIIPOOYBaHHSI.

OcraHHS 3yCTpiU conimara i3 AiB4atamu Oyna 2 micsami ToMy. He BUKITIOUEHO,
10 BiifHa mojonana faiBuat. Takum 4ynHOM, Pidapn OJIiHI TOH 0THOYAaCHO 3BEPTAETb-

cs1 1o Tem Bilinu ta Kpacu, sika BiqoOpakaeTbCsi B UUCTOTI Ta CBATOCTI JiBUat. Bu-
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KOpPHUCTaHHA 00pa3iB TPHOX [IBUAT Ta TPHOX CBSITUX INNTBEPIKYE HAICKHICTH
P.OnaiHrToHa 10 TPYIH IMaXXKCTIB.

ABTOp CTaBUTh pUTOPUIHE IUTAHHS, HIOUTO 3BEPTAIOUNCH JIO IIBUAT-STHT OJIAT:
«Three little girls where are you now?», 10 Tiepeiae e MOTYKHININI BIITIHOK eMO-
TUBHOTO 3HAYCHHSA. 3 I[HOTO MOXHA TPHUITYCTHUTH, IO XKOPCTOKICTh BIHHHM BPEIITi
pelT 3aryomia FOHUX Ta NPEKpacHHX JiB4ar. TyT MOKHA BHUCYHYTH TiOTE3y, 11O
P.OnaiHrToH 3HaX0AMThCsI HA MEXK1 TIOHEBIPSIHHS, PO3UapyBaHHs y BUIMX CUIIAX, SIKI
HE B 3MO031 BpATYBaTH JiTell. BaXXITMBO BiI3HAYNTH, 1110, HE3BAXKAIOYHN HA OUTH 1 TIpKO-
TY, IO IPOHHU3YIOTH BIPIll, MOET BIPUTh Yy JIIOJAWHH, JIOOUTH 1 IHYE KHUTTI. CMEpPTh B
TBOPYOCTI IOETa CIIPUUMAETHCS K JIOTTYHE 3aBEPILCHHS IUIIXY.

3ranka dhpazu « Three little girls» n01ae eKCIPECUBHOCTI BipIlia Ta MIKPECIIIOE
BKIIMBICTh 3HAYCHHS CaMe HABEACHHUX «TPHOX JIBYaT». Y LLOMY BHIIIKY SBUILE
aHaopy CIyrye JUisd NMpuBabJEHHSM yBaru, IO € BOJHOYAC BaXIMBUM JUISl iMa-
JKUCTIB, TII00 YUTad 3YMUHUBCS 1 OTpUMaB BpakeHHsA. MoBa uepe3 Te He € IepeBaH-
TaXEHO0, a HABIAKH, CTAE 3[]aTHOIO MepeaaBaT 3ajayMaHni oopasu. Takox y Bipi
HasIBHI pUCH NOJICUHACTOHY «And mothers lost, / And hard, sharp coughs, / And an-
gels eyes». 3a 10NIOMOT0I0 CHIOJTyYHHKa and aBTOPOBI 3HOBY BIAETHCS IIIKPECIUTH
3HAYUMICTh KOKHOTO CJIOBA 1 MICHIMTH BUPA3HICTD.

Omxe, mpoaHanizyBaBum mnoe3ito P.OmaiHrToHa, MoKHA MTOMITHTH, IO HOTO
MOCTHYHA MOBA HE O00TsHKEHA 3aliBUMH (pazamu, pedpeHr Ta MOBTOPHU MOCHIIOIThH
JEKCUYHY BHpPA3HICTh Ta MPHUIAIOTh TIMOOKOTO CEHCY BChOMY BipIIy. ABTOp Yy
CBOEMY BIpIII 3aCy/PKy€ HECIIPABEIIMBICT Ta HEIFOISHICTH BiitHU. HaiicTparnin, a
TaKO’K HAMKpacHUBIII 300pakeHHs BiTONBarOTh MoeTHYHMA AyX Piaapna OngiHrrona.
Bin mobuth Kpacy, HeHaBUAWTH BiliHy. BiliHa He TUIbKM MOpOJWIIa «OKOIIHY ITO-
e3it0», ajie 3po0uiIa TAKOXK BEJMKUII BIUIMB Ha TBOPYICTh THX, XTO 3 HElO Oe3moce-
peIHbO CTHKHYBCs. BiliHa 3arocTpuia noetudHe OayeHHs, MOCHIIHIA KPUTHYHUNA
CTPpYMIiHb B aHIVIACHKIH moe3ii.

VYuikaneHIiCTh oe3ii P.OnniHrrona nousrae y 3ajyMi IMaXUCTIB BUKOPHUCTAH-
Hsl IM@KUCTCHKUX 00pa3iB Ta 3BEPTaHHs /10 CEpHO3HHUX TeM. BiamiTHOIO pucoro 1o-
e3ii ONOiHTTOHA TaK0K MOYKHA BBAKATH HOTO BIIACHI JIPHYHI IepEKUBAHHS.

BIBJIIOT'PADGIYHI ITOCUJITAHHSA:
1. KynpsBumkuiit Aunpid. Antonorust umakuzma. Mocksa: [Iporpecc, 2001. — 348 c.
2. A Brief Guide To Imagism. [Electronic resource] — Access mode:
https//www.poets.org/poetsorg/text/brief-guide-imagism
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3. Images of War by Richard Aldington, with illustrations by Paul Nash. [Electronic
resource] — Access mode: https://www.bl.uk/collection-items/images-of-war-by-
richard-aldington-with-illustrations-by-paul-nash

T.P. llleBuenko, O.0. KoHomnenbkina

JIHTBOCTUWJIICTHYHI OCOBJIMBOCTI MOBHU JIETEKTUBHOI'O
KAHPY HA TIPUKJIAAI POMAHY AT'ATH KPICTI
«3ATAJIKOBA MOTIA ¥V CTARI3I»

VY cdepi merexTrBa 3p0o0aeHO O€3IY HAYKOBUX JOCIIIKEHb, BiKe 3 KiHI XIX
CTOJITTS I TeMa MOYHMHAE IKABUTH PI3HUX MUChMEHHUKIB. THM HE MEHIIeE, 10-
CIIIKEHHS JAETEKTUBA 3AIMIIAETHCS aKTyaIbHUM, TOMY IO, OIMCYIOYH CTPYKTYPHI,
KOMITO3UIIIHI Ta CIOETHI 0COOJIMBOCTI JIETEKTHBA, aBTOPH HAyKOBUX JIOCIHIKEHb
JTy’Ke PITKO BUKOPUCTOBYIOTH JTIHTBICTUIHAH 1 CTHIIICTHYHHN arapar, MOTHBYIOU U 1€
03HAKOIO JIETEKTUBHOTO CTHIIIO, IIA0JIOHHICTIO HOT'O0 MOBH, OTHOTHITHICTIO HOT'O Tep-
COHaXIB, CIO)KETHHUX XOJIB, apafokcy tomio. [.O. baHHikoBa po3riisiiae napajaokc B
JIBOSIKOMY aCTIeKTi: MO-TIepIIIe, SIK OJTHY 3 OCHOBHUX CTIJIICTHIHHX 0COOJIMBOCTEH J1e-
TEKTHBA, MO-APYTe, K OJHY 3 IPUYMH HOT0 CUIBHOTO BIUIMBY Ha yuTaya [2].

JIeTeKTHUB — MepeBakHO JITepaTypHUi 1 KiHeMaToTpadiaHui )KaHp, TBOPHU SKO-
IO ONKCYIOTH IPOLIEC PO3CIIYBaHHS 3ara{KoBO1 1oJiif 3 MeToto 3'sicyBanHs i1 o0cTa-
BUH 1 pO3KpUTTS 3araaku [3]. Kputuku o1HOCTaifHO BUMAraroThb, o0 aBTOp HEYXH-
JIBHO JOTPUMYBABCS PaBHJIA: YMTaY Ma€ BOJIOJIITH BCIEIO TIOBHOTOO iH(pOpMaLLii po
XiI pO3CIHITyBaHHS Ta MaTH, MPUHARMHI TEOPETUIHO, PIBHI 31 CITYUM MOKIHBOCTI
JUTSl CAMOCTIMHOTO PO3KPUTTA 37I04YHHY [1].

barato AOCHiIHUKIB PO3IJISIAIOTh JETEKTHB 3 PI3HUX TOYOK 30pY, HEPIIKO
NPOTHUCTABJISIIOYH HOT'O TBOpaM Cepio3HO1 ireparypu. [HOi BOHUM Bi3HAYar0Th Horo
HEJJOCKOHAJIICTh, IHKOJIM KEIKYIOTh 13 BJIACHOI 3aXOIUIEHOCTI LIUM YKaHpOM, ajie
HE3MIHHO BHM3HAIOTh HOr'0 BENMYE3HHH BIUIMB HA 4YHWTa4a, HOTO HEB'SHYYy IOINY-
JSIPHICTh, HE3BAKAIOYHM HA MPOTUPIYYS Ta IHIII «HETOIIKWY, SIKi, K 16 He TapajaoK-
CaNbHO, YKIIAIAIOTHCS B 3aKOHU JKaHPY [4].

Jnist CTBOpEHHSI TapHOTO JETEKTHBA, 3 HOr0 HAIPYKEHOI0 00CTaHOBKOIO, 3a-
TaJIKOBUMHU BOMBCTBAMH 1 IIIe OUTHIN 3araJIKOBUMH 1 ICKPABIMH TIEPCOHAXKAMHU, TIp O-
CTO HEOOXi/IHI 3ac00M BUPA3HOCTI.

Bupaszni 3aco0u ciyryroTh Ui TOCHIICHHSI €KCIIPECHBHOCTI BHCJIOBIIIOBAHb,

JIOJIaHHS «00'eMHOCTI» IIepCOHaXKaM 1 TOCTPOTH JiajioraM. BukopucToBytoun BUpasHi
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3ac00u, MMCHMEHHUK Ma€ MOJIIMBICTE OUTBIII TIOBHO 1 KPACHBO BUKIIACTH CBOI TYMKH,
JI0 KIHIISl BBECTH YUTaua B KypC CIPaBH.

Anamizyroun poman Aratu Kpicti «3aragkosa noais y CTaiimsi», MA MOKEMO
YITKO MTPOCTEXHUTH BCI PUCH, SIKI IPUTaMaHHI JETeKTUBHOMY >kaHpy. OKpim ToT0, BCi
XYIOXHI 3aCO0M, BUKOPHUCTaHI Yy POMaHi, € SCKPaBUM TPHUKIATAOM TOTO, K depe3
CTHJIICTUYHI 0COOJIMBOCTI aBTOP CIIPOMIrCst HE JIMIIE 300pa3uTH JUIsl YhTada Kap THHY
BIITBOPEHUX MOJIIH, & if JOMOMII BITUyTH BCi MOYYTTS Ta MIEPEKUBAHHS IepOIB BUILEC
3a3Ha4eHoro TBOpY. CaM 1o coi KaHp ETEKTHBY HE HAJICKUTH JI0 BUCOKOTO JITepa-
TYpHOTO NOpOOKy, aine, bepyun pobotn Aratu KpicTi, MM OTpUMaEMO He JIIIE po-
3Ba)KaJIbHE YUTAHHS, a i CIIPaBKHE €CTETUYHE 3aJOBOJICHHS Bl IPOYUTAHOTO. AJKe
BOHA, SIBJISIIOYKMCH TIPO(ECiOHANIOM CBOET CIpaBH, 3MOTJIa 31 3BUYAWHOTO JKaHPY Jle-
TEKTHBY CTBOPHTH BUTBOPH MHCTELTBA, SKUMH OyIyTh 3aUUTYBAaTHCS TUCSU1 JIIO/ICH
M0 BCbOMY CBITI Ta B Pi3HI 4acu. AJKe YHTa4, 3aBOPOKCHUI Mari€to TaeMHUII, 3 a-
TaJIKW, TIOCITIIIAI0YHN 32 aBTOPOM KPi3hb XUTPOCIUICTIHHS CIO’KETHHX MOBOPOTIB, 3a-
HYPIOETBCS B YEPTOBY ICTOPIt0, HIOW ¥ HE MOMIYAIOYH IITAMITIB, TIOBTOPIB, YMOBHO-
CTel, HEKUTTEBOCTI, SIK MEPCOHAXKIB, TaK 1 CHUTYyalllll, BUHAHIEHNX Ta HABMHCHE
MiIiOpaHuX aBTOPOM.

JleTekTBHA CUTYyallis, OmKcaHa B pomaHi «3aramkoBa nomist y Craimsidy, —
BOMBCTBO B 3aMKHEHI KIMHATIi, KyJ{ HISK HE MOKHA OyIIO0 MPOHHUKHYTH, — JaBHO
cTaja KJIaCHYHO. YHCTO JIOTTYHOMY BUPILICHHIO 11€H XKUTTEBUI pedyC HE MiIIa€Th-
ca. TyT moTpiOHO OCSISHHS, 3[I0TaM, IO MPU3BOIUTH BPEIITI-PEIIT Teposi A0 Ipa-
BWIbHOTO BUCHOBKY. «If the fact will not fit the theory — let the theory go» — roso-
puts Ilyapo.

He 3Bakaroun Ha Te, 110 BOMBCTBO B 3aMKHEHII KIMHATI CTAJIO MPEIMETOM Jie-
CSTKIB, & TO i COTEHb JIETEKTUBIB, HAMMCAHUX B CAMHUX PI3HHUX KpaiHax, Arara Kpicti
3MOrJIa BapifoBaTH BXKE BIJOMY CXEMy — BOHA 3HA€, II0 YHTa4eBi OCHOBHI NpaBHJIa
rpu n0o0pe BiIOMI, camMe TOMY Ha NEpIUMi IUIaH MOYMHAIOTh BUCTYNATH HIOAHCH,
SIKICh HOBI MOTHBH 1 XOIH.

TpebazazHaunTy, MO AOCIIHKYBAHHH pOMaH € KII0YeM-T0JIOBOJIOMKOIO, TOO-
TO cy0-KaHpPOM KpHMIHAIBHOI JiTepaTypu B mutoMy. Ha3Ba «KITIOU-TOIOBOIOMKA»
03Ha4yae HEOOXIHICTh aKTHBHOI yJacTi yuTaua B MOMIYKY KIIFOYOBHX CJIB 11X 00'e1-
HaHHS.

«The Mysterious Affair at Styles» He JmIIe JOTPUMYETHCS IPABUII CTPYKTYPH
«KJIFOYa-TOJIOBOJIOMKHY, & HaBITh OYB OJTHUM 3 TIEPILHX TBOPIB, SIKi CTBOPHJIH Ti.
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JocmmKyrouu poMaH, MU MOYKEMO CIIOCTEPIraTH Taki MPUKIaIH «4ECHOI P,
100 MiATPUMATH HAIIy TYMKY.

Ha nouatky po3niny ['actunrc xaxe: «For the convenience of the reader I will
recapitulate the incidents of those days in as exact a manner as possible».

I nami, min gac oxwiel 3 po3mos Ilyapo kaxe ['acturrcy Taki ciosa: «I am not
keeping back factsy.

Hanpukinmi kauru [lyapo 3Hymiaersest Hag ['acTHHrCOM, KOJIM BiH TOBOPHUTH:
«What idiots we had been...» Ta «I gave you several hints. You would not take
them» Tta «I did not deceive you, mon ami. At most, I permitted you to deceive your-
self».

«We had read of such things — now we ourselves were actors in the dramay.
Ilepconaxi pomMaHy yIIoZiOHIOIOTECS aKTOPaM 3a CIUTLHOIO IJISI HUX 03HAKOI0. AJKe
HacTaHe 4ac, KOJIM KOXKHOMY 3 HUX JIOBEJEThCS 3irpaTH CBOIO POJIb Y POIKPHTTI i€l
TAE€MHHUIIL

Maitke Ha KOKHIN CTOPIHIII poMaHy MU 3yCTpi4aEMO LUTy HU3KY CIITETIB, Me-
taop, NOPIBHIHB Ta AHTHTE3, SIKI CBOEIO BUPA3HICTIO Ta CBOEPIAHICTIO BIAKPUBAIOTH
HaM XyZ0XHIH cBiT Aratn KpicTi.

Hagits KOJIH Tepoi poMaHy MPOCTO TYJSIOTH Ha IPUPO/Ii, MUIYIOYHCh KPACOI0
HABKOJIMIIHBOTO CEPEIOBHUIIA, B HAC € MOKIIMBICTh CTSKHUTH 32 LM IIPOLIECOM Pa3oM
3 uuMmu: «After the walk across the open park, it was pleasant to saunter lazily
through the cool glades.There was hardly a breath of wind, the very chirp of the birds
was faint and subdued». [l onmcy npuponn Arara KpicTi BHKOPUCTOBYE SICKpaBi
enireru (the cool glades), nepconidikaito (a breath of wind), 1o cripusie moeTuuHO-
My OJIIOHEHHIO JIOBKOJIMIIHBOI'O CBITY, Ta 3ByKoHaciimyBaHHs (the chirp of the
birds), 1m0 gomomarae GUIBII BUPa3HO BIATBOPUTH 3BYKH, SIKI CTBOPIOIOTH NTaXH Y
peanbHOMY JKUTTIL

Jlesiki clieHn He BXOJSATH JI0 TEKCTY, Taki sk apeluT BOMBIN a00 caMe BUKOHAH-
HS 37I09HMHY. HaBiTh He3Ba)KalOYM HA BIICYTHICTh KPOBI B IbOMY POMaHI, XKaxXJIUBUH
MOTJIS Ha aroHiro Micic [HrATOpI OMUCYETHCS JIyXKe TOYHO 1 sickpaBo ['acTHHTCOM:
«A strangled cry from the bed startled me. A fresh access of pain seized the
unfortunate old lady. The convulsions were of a violence terrible to behold. [...] A
final convulsion lifted her from the bed, until she appeared to rest upon her head and
her heels, with her body arched in an extraordinary manner». Bcio xaximBicTs cuty-
auii Arara Kpicti nepenana nunamiuaumu meradopamu: «A fresh access of pain
seized the unfortunate old lady», «A final convulsion lifted her from the bedy, «...her
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body arched in an extraordinary manner». OcTaHHiil npuKIag HE TUIBKH MOKa3ye
HaM TSDKKICTBh BCHX MYK, sIKI JOBEJIOCS ITEPEKUTHU JKEPTBI, a i 0€3 TPYIHOIIIIB MATIOE
B HAIIH ysBI IO KaXJIMBY KapTHUHY, a caMme Tito Micic [HrTopm, sike BUTHYIIOCS A Y-
roto (arched).

TBopuicte Aratu KpicTi Oyia i 3aiMIIaETECA OTHUM 3 KPAIIUX 3pa3KiB TETEK-
TuBa. [i KHMIM BU3HAHI 3aralbHOHALLIOHATLHUM IIEEBPOM JICTEKTHBHOT JTepaTypH i
MOXYTb CIIy’KHTH 0araTboM MUCbMEHHHUKAM €TAJIOHOM JUIsl HACJIyBaHHS.

BIBJIIOTPA®IYHI ITOCUJIAHHA:
1. Anmxanapunze I'. A. Kpuctu A. M30OpanHas nerektuBHas mpo3sa: [COOpHUK]
/A. Kpuctu. — M. : Pagyra, 1989. — 400 c.
2. bannukoBa M. A. [lapamokc B CTHIMCTHYECKOM KOHTEKCTe neTektuBa. — C.,
1995,17-23 c.
3. bopes 1O.b. Ocretuka. Teopus nutepaTypbl: DHIUKIONEIUYECKUN CIOBAPh TEP-
MuHOB.-M.: OO0 «M3patensctBo Actpemsy: OO0 «M3matensctBo ACT», 2003.—
575c.
4. Mapkynan SI.J1. lerextuB. Mopdonorus xaupa. — JI., 1975, 52 — 54 c.
I'. A. lInariza

JIH'BOCTWIICTUYHI OCOBJIMBOCTIMOBHU TBOPIB KEBIHA BEPPI

V miif cTarTi poOuThCs cripoda3poOUTH KPUTHIHUH OTIIA TBOPUYOTO TOPOOKY
ipnanacyKoro nucbMeHHnka Kesina beppi Ha 0CHOB101HOTO 3 OT0 TPO30BHX TBOPIB
y xkanpi denresi “City of Bohane”. Tako aBTop Mae Ha METi [TPOAHATI3YBATH CTHJII-
CTHYHI 3aCO0H, IO SKHX BIA€ETHCS aBTOP 3 METOIO PO3KPUTTS JIHHIBOCTHIIICTHIHUX
0COOJIMBOCTEN XYHI0KHBOTO TEKCTY. TEOPETHUHUM MiIPYHTSIM POOOTH € TIpaili Ta-
Kux Jireparypo3naBuiB sk M.M. Baxrin, B.B. Bunorpamos, B. H. Bonommnos,
JI. B. lllep6a, H. 4. /I’ skoHoBa Ta iH.

XyHOXKHIill TEKCT — IIe 3aBXKIU a[peCcOBaHE MOBITOMIICHHS: IIe (popMa KOMyHi-
Kallii «aBTop - yurtayy. OUIONOTIYHUN aHaJ3 XyJO’KHBOTO TEKCTY BIIIITOBXYETHCS
Bil ¥10T0 3MICTOBHOI CTOPOHH, ajie OTIM MOCJIITOBHO BKITIOYA€E ¥ CBOIO cepy po3T-
JIS1T MOBHOT CHUCTEMH JliteparypHoro TBopy. Koty €.H. cTBepKye, 110 TBO pUiCTh
MUCHMEHHHUKA, HOT0 aBTOPChKA 0COOUCTICTH, IOT0 repoi, TeMu, inei i 0Opas3u BTiIeH]
B IOTO MOBI, TOMY TUIbKHM B Hilf 1 4epe3 Hei MOXyTb OyTH 30arnei [3, 6]. OCKUTbKH
TEKCT, aHAJTI3 SIKOTO MOJIAaHMH y CTATTi, BITHOCUTBCS J10 yaHpy (enrte3i — ¢anracTu-

YHOT'0 POMaHy — TO CJIi/l 3a3HA4NTH HOTO NEeBHI XapakTepHi o3Haku. Poman ¢aHrac-
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TUYHAH — pPOMaH, CIOXKET SIKOTO IPYHTYEThCS Ha (paHTacTHIl, TOOTO YSIBHUHA CBIT
SIKOTO HE BIIIOBIIAE HASSBHOMY PealbHOMY CBITY 200 MPUHHATOMY, YCTAIEHOMY I10-
HATTIO MOKIIMBOTO. [Timkanpom aHTacTHIHOTO poMaHy € (eHTe3l, BITHOCHO MOJIO-
JIIH JKaHp XyJO0XKHBOT JITepaTypH, SIKUi HaOyB 3HAUHOI MOITYJISIPHOCTI Y IpYTiid mo-
noBuHI XX — Ha movatky XXI cT. 3aBmaHHs aBTOpa (heHTe31 MOJIATae y TOMY, o0
CTBOPHTH SICKPAaBUH CBIT, 110 HE CXOXni Ha iHmi. Bunorpagos B.B. BinMiuae, mo
JOYXOBHHH BIUIMB JJOCATAETHCS 3aBISKM BUKOPHCTAHHIO 0AaraTO3HA4YHUX CIIB, ITO€M-
HaHHIO JICKCHYHOTO ¥ KOHTEKCTYaJIbHOTO 3HAYEHHS IMX CJIB Ta iX TapMOHIHHOMY
(hyHKIIOHYBaHHIO B TeKCTi [2, 259].

V3arainpHIOYU TEOPETHYHY YaCTUHY, CIIJI 3ayBaXKUTH, IO JOCIIIKEHHS TBO-
pPYOCTI MUCHMEHHMKA ab0 MoeTa HeMOXKJIMBE 0e3 BUBUCHHS Horo Oiorpadil ta icto-
PHUKO-KYJIbTYPHOTO KOHTEKCTY, Y SIKOMY TBOPHB MUTELIb.

VY 2011 poui Kesin beppi Burryctus cBiit nedrotauii poman “City of Bohane”,
AKUA OyB 0OpaHW I aHANBY y Il cTarTi. BiH BUrpas MbkHapoIHY JiTepaTypHy
npemito IMPAC 3a mporo y kBitHi 2013 poky. XKypi npemii Biq3HauWIO TalaHT ITH-
CbMEHHHKA, SIKUH CTBOPHB sCKpaBHii 00pa3 Micta Ha 3axoil Ipnanmii, aist B sikoMy
po3ropraetsecs y MaitoyTHbOMY ( 2053 potri ), aje came MIiCTO TPHU IIbOMY 3aCTPSTIIO
y MUHYJIOMY. Y poMaHi iiierbest npo cBoboay. CBoOo1a BKItOUae y cebe BUKOpH C-
TaHHs 0araTbOX MOB, SIKE 3a3BHYail HA3MBAIOTh HEMPUITYCTUMHM, OTaHUM. Y 11iif Ta-
naciuBiit ipo3i K. Beppi Mu 3HOBY po3ymieMO, 110 TOT'aHE TEK MOYKE OYTH TapHHUM.
Ane wactuna nmorsiaiB K.beppi Bee ik € mo3aniteparypHoro. BiH He mpomoBinye mp o-
[OBIEeH, HE OXOIUTIOE HISIKUX CIOCOOIB OUMILEHHS MUCIEHHs. Y foro Micti borane
HEMae CBATHX 1 Oarato-6arato rpimHUKIB. BoHM 3aiiMaloThCsA MHCTENTBOM, HE IliKa-
BJIATLCA KPacolo. Ajie BOHM KMBYTb. IXHi TOJIOBHI BTiXH 3HaoMi OACKKil mp upoi:
CMEpTh 1 MOMEHTH YOPHOTO TYMOpY.

Haiirrikasimne, o moMiTHO IIiJT Yac aHAI3y TeKCTy poMany, mo K.beppiBaaino
MOE/IHYE IpJIaH/ICbKY aHMIIHCHKY MOBY 31 3BHUAiHOO JiiteparypHoo. Bin nuine jia-
JIOTH Ta TYMKH I'epOiB MOBOIO caMe TaKolo, SIK pO3MOBIIIIOTE B Ipianiii, a ciioBa aB-
TOpa y HbOTO OUIbIIE BCE XK TAKU € JITEPaTypHOIO aHTIIHCHKOI0 MOBOIO.

Hampuxman, “Amn’t ” — ¢opwma “ I am not 7, iKy 3a3BU4ail He BHKOPHCTOBY-
I0Th B aHIJIHCHKIH MOBI, Brano (yHKmioHye y TexcTi Kesina beppi, a npounTasmm
iH(bOopMAIliIo PO Te, K TOBOPSATH AHTIIHCHKOIO IpIAHAII, CTa€ 3pO3yMUI0, IO IIe
IOCHh CXOXKE Ha IpJIaH/ICHKI TIAIeKTH aHTITIHCHKOT MOBH. J[y»e 4acTo y TEeKCTi OMIT-
Ha BIICYTHICTh YacTKH “* t0 ” HaBiTh TaM, /i€ 3a MpaBUJIaMH IPaMaTHKH aHTHCHKOT
MOBHM BOHA ITOBHHHA Oysia 6 CTOSITH.
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ikaBuM (hakTOM € Te, MO CIOBO “ NOW ” Y KIHIIl peYCHb 3yCTPIIAETHCS YacTo,
HABITh TO/I, KOJIH, 3/JaBaJIOCs 0, HE MOBUHHO TaM 3HAXOIUTHCS. Ta MpoaHaIi3 yBaBIIH
JTEepaTypy IIOA0 TOTO, SK TOBOPSATH AHTIIMCHKOIO IpJIAHAI, MOYKHA TIOMITHUTH, IO
Ie IUTKOM HOpMaJbHE sIBUIIIE I HUX. CITi BITMITHTH BUKOPUCTAHHS CJI0Ba““ 50 'y
Jiaorax Ui MiATBEpHKEHHS 3allepeueHHs, 0 OyII0 BHUCJIOBJICHO PaHIIIe CITBPO 3-
MOBHHKOM. Hanpukian:

— You are not a gentleman.

— T am so!

JlMBHUM 3BHYaiHOMY YMTady, 10 HE 3HAHOMUII 3 IPJIAHACHKOIO AHTIIHCHKOIO
MOBOTO, MO’KE 3/IaTHCS BUKOPUCTAHHS cJioBa “ cat ”’ y 3Ha4eHHi coBa ““ bad ”, pasom
3 yciMa CTBOPCHHUMH BiIl I[bOTO CJIOBa CJIOBaMH. AJie, MOYMTABIIH MPO IpJIAHIIIB,
MOJKHA JTI3HATHCS, IO JJISI HUX IIe CJIOBO CTBOPEHE Bim cioBa “ catastrophic ”. Tax

113

caMO JIOCHUTh HE3BHYAWHUM € BHKOPHUCTAHHS aBTOpPOM 3amicTh “ o'clock ” cioBa
“bells ”. A poOuTH BiH 1€ 5K 1 yCi ipJIaHII, O PO3MOBIAIOTH aHTIHCHKOT0. [Tprau-
Ha IIi€i TUBHOT 3BUYKH IPJAHAIIB Y TOMY, 0 PaHille HE B yCiX OyIH TOAMHHUKH, 1
BOHH Ji3HABAIUCS, KOTPa FOJMHA, IPUCITyXal0OYHCh 10 I3BOHY KOJOKOJa. Takox He-
BEJIMYKUM IIIKaBUM (PaKTOM € Te, IO CJIOBO “ gas ” y IpJIaH/IIB € CHHOHIMOM CJIOBa
“funny 7, a Ge3anKOroJbHI Haroi Ha3MBaKOTH TaM ““ minerals . Bakko He OMITUTH
i 9ac aHamizy, MO ipJIAHII HE MUNIYTh (Ta, MaOyTh, HEC BUTOBOPIOIOTH OCTAHHIMH
3BYK y CJIOBaX, 10 3aKiHuyl0ThCs Ha -ING). Y TeKCTI 3ycTpiuaroThCs TaKi, TO %K BOHU
MUY ThCS 3 anocTpodom Hanpukinii ciosa ( keepin’, askin’, comin’, nothin’).

Jlo 3BHYaliHUX JIHIBOCTHIIICTHYHHX 3aCO0IB Y TBOP1 MOYKHA YHAICKHUTH OK-
CIOMOPOHH, aHTUTE3H, TOPIBHAHHS, MepcoHidiKaltii, imioMu, eniTteTy, 6e3:1id CTIHKNX
CJIOBOCIIOJIy4EHb Ta BUPA3iB, TOIIO.

Hanpukian, okCIoMOpOH sweet badness BAKOPUCTaHUI y TEKCTI IS TOTO, OO
MOKa3aTH, 110 HE3BaKAlOYH Ha 3I[ICOBAHICTH TOTO, IO Tepoil 0aunTh HABKOJO, BIH
BCE K TaKW BiIUyBa€ J00pieMolii HOCTANbTil 32 UM MICIeM, JIe BiH 3HAXOJUThCS. A
anTuTesa the light of a sad dream BUKOpUCTaHA IS CITIBCTABJICHHS MIPOTHIICKHUX 10
CBIIOMOCTI 00pa3iB CBITJIa Ta CyMHOT qyMKu, Mpii. [likaBe nmopiBHsiHHS mouth of teeth
on him like a vandalised graveyard BukopucTane A TOTO, 00 MOKa3aTH MaKCUMa-
JIBHO HETAaTUBHE CTaBJICHHS aBTOPA JI0 30BHIITHOCTI MIEPCOHAXKA.

VY pedenni “He feared not the shadows, /e knew the fibres of the place, he
knew every last twist and lilt of it” mpocTexyeTbest aHadopa. MO BUKOpUCTAHA TS
MOCHJICHHS €MOLIiH, I1I0 HaMaraeThcs IepefaTi aBTOp CTOCOBHO epcoHaxa. PeueHHs
“He laughed out loud as the gusts of morning wind flung the birds...” Bkirodae B ce-
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0¢ MOPIBHSHHS I TOTO, 00 BKa3aTH HA CIUTY Ta TIEBHY T'YYHICTh CMIXy TIEpCOHAXa.
A inioma felt the butterflies in the stomach BUKOpUCTaHA IS TIEpeaadl XBUIFOBAHHS
repost. You want every minute of my fuckin’ day, don’t you? — rinep0ouia, BXuTa 1715
MOCWICHHS €MOIIITHOCTI BUCJIOBJIIOBAHHS Teposi. A ermiteT sweet bite BUKOPUCTAHO
IUIA BUPAKEHHA aBTOPCHKOTO cTaBleHHS. Hide from his face the feeling — cTifikuid
BUPA3.

OTmxe, MpoaHAIT3YBaBIIN TBIP, MOXKHA 3pOOUTH BUCHOBOK, 1110 aBTOP MpHUBA0-
JIFO€ YWTadya BHKOPHCTAHHSM IPJIAHACHKOI aHTIIHCHKOT MOBH Ta BEJMKOIO KUTHKICTIO
HEHOPMATHBHOT JIEKCUKH Y Jiiasiorax. Tako) y poMaHi HEMaE KO JHHX JITepaTypHUX
«mpukpacy, K. beppimokasye ®uTTs TepoiB y HAIKOPCTKIIOMY CTHII, CaMe TaKOMY,
SIKMI I[IKaBU# 3apa3 MOJIOII.

INepcrekTBY MOJATBIIOTO AOCTIKEHHS 3HAXOAAThCS Y IUIONMHI ITOAAIBIIO-
TO BUBYEHHS IILOTO TEKCTY.

BIBJIIOTPA®IYHI ITOCUJIAHHA:
1. AnekceeB C. ®3nTe3n — pazsuthe xanpa B Poccun / C. AnekceeB, M. batmies //
Kumxknoe neno, 1997. —r 1. — 86 c.
2. Bunorpanos B. B. O s3blke Xyn0kecTBEHHOU uteparypsl. — M., 1959. — 656 c.
3. KostyH E. H. TloaTrka HeoObIuaiiHoro. Xyn0KecTBEeHHbIE MUPBI ()aHTACTHKH, BO-
mmedHOH cka3ku, yronud, nputan u Muda (Ha marepuane eBporneiickoii mrepary-
pHI nepBoii mosoBuHEl XX Beka). — M.: U3n-8o MI'Y, 1999. — 308 c.
K. B. [llnopt

3ACOBM BIITBOPEHHSI BJIACHUX HA3B 3 AHIJIIMCHKOI
YKPATHCHKOIO TA POCIHCBHKOIO (HA IIPUKJIAII POMAHY
JUK. TOJIKIHA «BOJIOJAP ITEPCHIB: BPATCTBO ITIEPCHSI»)

3a Bu3HaueHHsAM B. Bunorpanosa [1, 224], BiacHi Ha3Bu (OHIMHU) — 1€ CJIOBA,
110 HA3WBAIOTh AICHUIN YH BUTAaHUN 00’ €KT, 0COO0Y UM MICIICBICTh, €MUHY B CBOEMY
poi.

IcHye Taka xmacuikaiis BIaCHUX Ha3B: aHTPOIOHIMH — IMEHA JIFO/IEH; TOIO-
HiMH — TeorpadiuHi Ha3BU; TEOHIMH — Ha3BM OOKECTB; 300HIMU — KIIMYKU TBApHH;
aCTPOHIMHU — HA3BH HEOCCHUX TUT, KOCMOHIMH — Ha3BU 30H KOCMIYHOTO TIPOCTOPY 1
cy3ip’1B; XpOHOHIMH («KBa3iBJIaCHI IMEHa») — Ha3BM BIIPI3KIB yacy, MOB’sI3aHi 3 iCT-

PUYHUMH MOJISIMU; IICOHIMU — Ha3BU 00’ €KTIB JYXOBHOT KYJIbTYpHU; XPEMAaTOHIMH —

“Inopr K. B., 2018
87



Ha3BU 00’ €KTIB MaTepialibHOI KyJIbTYpH; EPTOHIMH — Ha3BU 00’ €IHAHB JIFOACH: TOBA-
pHUCTBa, OpraHi3allii ToIIo; TAPOHIME — Ha3BH BOJIOMMUINA; €ETHOHIMH — Ha3BH HAapO-
IiB, eTHIUHUX Tpym [3, 128].

B Hamiii po6oTi 3 yCiX MOXKJIMBUX BJIaCHHX Ha3B MU BUOMPAEMO JUISl aHATZY
JIIIE aHTPOTIOHIMHU Ta TOTTOHIMIL.

3arajoM BHAUIIIOTH TakKi CIIOCOOM Iepenadi BIacHHUX IMEH Ta reorpadiaHux
Ha3B y nepekunafi [2, 416]:

1)  TpaHcnitepyBaHHS — cI0cid mepeaavi IHIIOMOBHHX CIIiB Y MOBI, IO 3a-
MO3MYYE, Ha MICTaBl rpadiaHOro CKIIaAy JOHOPCHKOI MOBH OPIEHTOBHO Ha rpadiuHy
CHCTEMY peIHITieHTHOT MOBH (Hanpukman, Hudson — ['y030H);

2)  TpackpuOyBaHHsI ad0O TPaHCKPUIILIS — I Yac Tepeaadi BIaCHUX Ha3B
HacaMIIepe/l CTaBUTHCS 3aBIaHHS SKOMOTra TOYHIIIE Nepenarti 3acodamu npuimaro-
4ol MOBH, TOOTO MOBHM TNepeKiaay, 3BYYaHHS BUXITHOTO iIMeHI (HarpHKias,
«Financial Timesy — « @aunenwn Tavimcy);

3)  TpaHCKOJyBaHHS — PO3PI3HSIIOTH YOTUPH BHIM TPAHCKOyBaHHS: TPAHC-
KpHOYBaHHS — KOJIM JITEpaMH MOBH IepeKiIaly MepeaacTbes 3ByKoBa (popMa clioBa
BUXITHOT MOBH, ferrorism — mepopusm, TPAHCIITEPyBaHHS — CJIOBO BHUXITHOI MOBH
nepenaeTbesi 1o Jirepax, Vice-President — Vice-président — Biye-IIpesudenm
3MIllIaHe TPAHCKOIYBaHHs — MEPEBAKHE 3aCTOCYBAHHS TPAHCKPUOYBaHHS 13 €JIEMCH-
TaMH TPaHCJITEpyBaHHs — arrest — arrestation — apeluT, i aJanTUBHE TPAHCKO/TyBaHHS
— xoqm (opma cloBa y BHUXIIHIA MOBI JIEI0 aaanTyeThes A0 (OHETHIHOI Ta/abo
rpamMaTiyHoi CTPYKTypH MOBH NepeKiany, Hanpuknan extradition — extradition —
excmpaouyis.

4)  KaJbKyBaHHS — JOCJIBHHH IIEPEKNAJl BJACHOTO IMEHI MO YacTHUHAX 3
HACTYITHUM CKJIAJaHHSM I[MX YacTUH B OjiHe uiie (Hanpukian, New South Wales —
Hosuii Ilisoennuu Yenvc).

ImMeHa y pomaHi € HOBO1O, J10JIATKOBOIO MEXKEI0 00pa3y KOKHOI'0 'eposi, HECYUH
B c00i iH(opMaILito PO XapakTep X BIACHUKIB, X 30BHIITHOCTI.

[Toynemo 3 mpi3BHINA TOOITIB, HAHOUTHII BKIMBUX IS po3noBini: Bilbo i
Frodo Bagginses. Ix npizBuie — Tunose micuese iM's, Tak sk 3a 3aqymom Toskina,
BOHO TIOBHHHO OYJIO acOIIFOBATUCS a00 3 MIIIKOM, 200 CYMKOIO (QHIITIHCHKE CJIOBO
bag), i3 Ha3BotO OymuHKy Bilbo, Bag End. ¥V mepexiani @podo Topbinc Ha ykpain-
cbkiil (mepekian A. HemipoBoi) ta @poodo bezeunc Ha pociiichkiit (mepekian B. My-

pasiioBa Ta A. KicTSKIBCHKOTO).
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Jlo aHTPOTOHIMIB, IO BHPAKAIOTH MPOQECiiiHy MIITBHICTH 1 PiI 3aHATH T00 i-
TiB, Hanexars: Tobold Homblower, Bowman. Ilpizuie Homblower i iM'st Bowman
CBiTUaTh MPO T€, UMM 3alMaITUCs NPEIKH X0OOITIB, 10 HOCATH 1Ii iIMeHa: ouH OyB
cypmadem (homblower), a iHmmii — sygankom (bowman). Y nepeknani 7060160
Tpybau; Jlyunux Ha ykpaiHcbkiil (mepexnan A. HemipoBoi) ta To6om60 XopHoaayep;
boyman na pociiichkiit (mepekian B. MypasiioBa ta A. KicTSKIiBCbKOT0).

JlocinuBIIM aHTPOTIOHIMM B Tepiuiil yacTuHi Tpuiorii « Bonogap nepcHiBy,
MO’KEMO BIIEBHEHO CKa3aTH, IO Mij Yac iX rmepexiaay 30epiraroThCs Taki TeH/IEHII :
imeHa (bus60, ®pomo, ToOOJB 1 Tak Haii) MEePEeKIaTar0TLECI CIOCOOOM TpaHCIIITe-
parii / TpaHCKpUIIl Ha YKpaiHCBKY Ta pociiickKy, a nmpidBumma (Top0Oinc, Tpybaud,
JlydHuK 1 Tak majii) — METOIOM KaJlbKyBaHHS Ha YKPaiHChKY Ta METOJOM TpaHCJITe-
parii / TpaHCKPHIIIIii Ha POCIACHKY.

VYcepenuni TonoHMil «Bostonapst Kinerp» MoKHA BUIUTUTH JIBa KIaCH:

a) TOTIOHIMH, 3HAYXMI IS TIPEICTABHUKIB OKPEMOTO CoLliymy: the Shire «Xoo-
oimanisn | Kpai», Hobbiton «Hopeopoo / Xobimony, Bag End Under Hill «Topba na
Kpyui / Topba na Kpyue», Archet «Apuemy, Combe «I pebineys / I pebeuior».

Hanpukmnan, Shire — Hlup (B iHmmx nepekianax [ obimanis, Xoooumanus,
To6imwup). Ha3ea «lllup» wnaramye npo kuury Tepenca Yaiita «5 B AHIIII»
(anrn. England Have My Bones), ne YaidT roBopuTh npo Te, 10 BiH xuBe y «I1upi»
3 Besmkoi Jiitepu «111». BykBanbHO Ha3Ba NepeKIIaaeThCsl, K «YAUD, KKpai».

Hobbiton — I'obimon (B iHmx nepexnanax Xoooimayn, Xoboumayn, Hopeopo
«2opoo nopy). lle MicTeuko, Jie KUBYTh TOOITH, cCaMe TOMY BOHO Ma€ TaKy Ha3By.
[epeBaxkHO TIepeKiTaadi KOPUCTYBATIHCS TPAHCIITEpALiclo. Y KHU31 repoi y mboMy
MiCIIi MEIIKaJIM y HOpax, camMe TOMY 3yCTpidaeThest TaKui repexiiaj, ssk Hoprop.

0) TONOHIMHU, HAa3BHU SKUX NMOXOAATH 3 IHIIMX MOB: HAPHUKJIAJ, TO€AHAHHS Ke-
JBTCHKOTO 1 cydacHoi anriiicbkoi: The Chetwood (Chet — kenbTehKe «Jtic» + wood —
anri. «Jlicy) — Yemsyo.

Mirkwood — Jluxonicca (B iHmmx nepeknanax Cymepeuve, Yepnonec, Yopnuii
abo [oxmypuii nic). TIpo gaBHICTB IBOTO CJIOBA CBIMYUTD T, 110 BOHO 3YCTPIUAETHCS
B Jyxe panHbomy (11-e crouirrsi) HiMerbkoMy B (opmi mirkiwudu, xoua ocHoOBa
«Merkw» — «TeMHUiT» OUIbIIIC B HIMEIIbKOMY Hile HE 3'sSBISIETHCS (BOHA € TUTHKH B
JIaBHbOAHTIIHCHKIN, TaBHbOCAKCOHChKMX MoBax). Cam Toukin [4, 95] mume: «1g Ha-
3Ba 3al03M4eHa 3 JIaBHIX HIMEIbKHX JIETeH I 1 reorpadii 130eperyiacs roJOBHUM U H-
HOM B JIaBHBOICIIAH/ICHKIil MOBI, X04a HaicTapiiia 3adikcoBaHa popma — cTapoHiMe-
upkoro «Mirkiwiduy.
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Bree — [lpucip's (B HImMX mepexnanax — bpuis, bpi). MiCTUTh KeITbTCHKUI
KopiHp bree — «marop6». CBo€o opuriHansHO0 HazBoto IIpurip's, iimMoBipHO, 30-
6os'si3ane ceny bpunb (anri. Brill) B rpadcersi Bykunremimp, AHIIIsS, B SKOMY MO-
nomuit JIx. TonkiH perymsapHo OyBaB min 4ac cBoro HaBuaHHsS B OkchoplcbkoMy
yHIBepcUTeTL. AHTIiiichKa Ha3Ba Bree, 3rinHo ToskiHy, 03Hagae «mmarop6y imos'ss3a-
Ha 3 TUM (haKTOM, 110 HOCHUTH HOTO MOCEJICHHS Ta HABKOJIMIIHS TEPUTOPIsS po3Tamio-
BYIOTHCS CYKYITHO HABKOJIO BEJIMKOT0 narop6a. Im'st sraganoro suiue cena bpuis Ta-
KO’K O3Ha4ae «maropoy.

[Tix yac cTBOpeHHs reorpadiuHUX BIacHUX Ha3B, JIk. TOJKIH TaKOK BUKOPH-
croBye Miooriro. Hanpuknan, [3ereapo (naBHBOaHTIIHCHKOIO Isengard, «3amizHa
doprers»). «Isen» — 1e 3acTapina Bapiallis aHJTIHCHKOTO CIIOBA «irony («3ami3o»);
«Gardy — c0BO HIMEIIEKOTO ITOXOKEHHS, III0 03Ha4Ya€e «00ropoKeHe MicIie», 0C 0-
0JIMBO HABKOJIO *XHTJIA a00 TPYymu OymiBenb. Y TEpeKiaai [3eneapo Ha YKpaiHChKIN
(mepexman A. HemipoBoi) Ta H3eneapo Ha pociiichkiit (mepexnan B. MypasiioBa Ta
A. KiCcTSAKIBCBKOTO).

[poananizyBaBIK TEKCT, MOKEMO 3asBUTH, L0 CEPEl CHOCOOIB mepexiany
reorpaiuHUX BJACHUX HA3B MOXEMO 3YCTPITH CIOCOOM  TpaHciirepa-
1ii/TPaHCKPHUIILi Ta KaJIbKyBaHHSI.

[NopiBHSBIM yKpaTHCHKUIN Ta POCIHCHKUI MepekIaal pOMaHy, MU TIAIILTH BU-
CHOBKY, III0 YKpaiHChKuii BapianT A. HemipoBoi Oarariimii Ta TOUHILINH, HDK BepCis
B. MypasgiioBa ta A. KictakiBcbkoro. A. HemipoBa gacrTimie mepekiajana 3a J0To-
MOTOI0 KaJbKyBaHHS, TaKUM YHUHOM 30€perum OpHriHalbHE 3HAYCHHS, SIKE aBTOP

BKJIaJIaB Y JI€AKi aHTPOTIOHIMH.
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IIpo6aemnu giTepaTypo3HaBCTBa
A. O. Bikmyps3ina, H. I1. Omnilinuk

NYBJINACTUKA XX CTOJITTA AK OB’EKT JOCJIIKEHHSA
IMPOPECOPA H. 1. 3ABEPTAJIIOK

JlitepaTypo3HaBCTBO — Iie HayKa, sika MOCTIHO pO3BHBAEThCs. Baromuii BHe-
COK y 11 pPO3BHTOK POOJISITH BUKIJIA/1a4] YHIBEDCHTETIB, SIKI OPTaHIIHO MMOETHYIOTH T1e-
JIarOTIYHY Ta HAYKOBY JISTBHICTH. Bimomuii niteparypo3naBens M. K. Haenko B iH-
TepB 10 st [1oNTaBChKOT0 HAIOHAILHOTO TIEAArOTIMHOTO YHIBEPCHUTETY TIPaBOMIPHO
CTBEp/IXKYBaB, 110 HAyKOBa IMpalls, sSIKa HAPODKYEThCS Y CTIHAX BUIIMX HABUAIbHUX
3aKyaiB, Mae€ HE MEHII BaroMe 3HA4YSHHS I YKPaiHCHKOI JTepaTypH, HOK Ta, 10
CTBOPIOETHCS B HAYKOBHX LIEHTPAX, ajie Il Yac MiATOTOBKH YW BHIAHHI MiIPYYHU-
KiB 3 icTOii # Teopii JiTepaTypn HayKoBa ALUTBHICTH YHIBEPCUTETCHKOTO Mpodecopa
YH JIOIEHTA 10 yBarw NMpakTHYHO He Oeperbes» [1, 133]. ToMy BueHnit 1 3aKiImKae
«JIOKOPIHHO 3MIHUTH came YSBICHHS PO YHIBEPCHTETCHKY HAayKy W CTaBIICHHS 10
uei» [1, 133].

VY HaykOBOMY OCEpPEIKY 3aBK/IH1 IIHYBAIN YOJOBIUUI PO3YM Ta HEPIIKO CKeTl-
THYHO CTaBHJIUCH JI0 )KIHOYHX JYMOK (JIITepaTypO3HaBCTBO HE € BUHATKOM). YKpai H-
CHKHI JiiTeparypHuii mporec XX CT. — HEMPOCTHIA Nepio st 00’ EKTUBHOTO TOCITi-
JOKSHHSI TBOPUYUX TOPOOKIB muchMeHHUKIB. JKiHOYA CKIIaoBa HIKOJIM He Oyia ocTo-
POHB MOTINOJICHOTO OCMUCIICHHS JIITepaTypHOTo IMpolecy. Sk crpaBeninBo 3a3Ha-
guB M. K. Haenxko, «mepri ckpumku Toi (a movacTy i 1oci) Oy Bce-Taku B KIHO-
YUX pyKax: BOHA OCBOIOBAJIM a3W HOBHX (3aCy/XKyBaHUX y paJITHCHKI 4yacH) Jirepa-
TYPO3HaBUMX METOIOJIOT1H, TapsiukyBaTo (B X qyci) 3axXMIIaiM JOKTOPCHKI ArcepTa-
wii» [1, 136]. JKinku-HaykoBIi 0/1HI 3 TEPIIMX HE MTOOOSUTUCS MTPABITIOTO PEXUMY Ta
TUTIHO TIPALIOBAIM HaJl BITHOBJICHHSIM YKpaiHChKOT CaMOOYTHBOT JliTeparypHoOi AyM-
KH.

Opnniero 3 HUX € Hinenp [BaHiBHA 3aBepTaiitok — JIOKTOP (UIOJIOTTYHUX HayK,
npodecop kadenpu ykpaiHChKO1 Jiteparypu J{HITPOBCHKOTO HAIlIOHATHFHOTO YHIBEP-
cutery iMeni Onecst ['onuapa. ¥ 1i HaykoBoMy TOpoOKy — 6mm3bko 300 HayKOBHX
JOCHIHKeHb. 3HaYHE Miclle B HayKoBii nmisuteHOCTI H. 1. 3aBepTamok 3aiimMae BU-
BueHHs TBOpUYocTi B. brmakutHoro, Il Twuwmnu, B. Bunnmuenka, O. 'onuapa,

I1. 3arpedensHoro, E. AnnmieBchkol Ta OararbOX IHINIMX SCKPaBHX IPEACTABHUKIB
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yKpaiHchKoi nmiteparypu XX cromirts. Le i emoxa, 60 1i Giorpadis (Bim HapoHKCHHS
rojiogHoro 1933 poky, 3arndeni 6arbka — KaZpoBOro BilicbkoBOTro Ha (hpoHTax [py-
roi CBITOBOI BiffHM; IPUXOBAHMUH, a TO I BIIBEPTHH CYIPOTHB HAYKOBHUM 3alliKaBJICH-
HSIM MOJIOAOi JOCIIIHUIN) — OJ[HA 3 B)KJIMBUX CTOPIHOK CTOJITTS, IO BililIIa B
MHHYJIE.

Haykoy nisnpaicts H. 1. 3aBepramox novana 3 60-x pokiB XX CT., 3aKiHUMB-
M 3 BinzHakoto OJiechbkuil Aep:kaBHUl yHIBepcuTeT. Y 1i AOCIIIHUIBKE KOJIO MO T-
parusie HempocTa TemMa IyOJIIUCTHKY YKPaiHChKUX PAIsTHCHKUX MMChbMEHHUKIB 20—
70 pp. XX cr., 30kpema B. Brnakutnoro, K. Kotka, O. JlocBitHbOTO, I. MUKHTCHKA,
B. Omiitnuka, I1. [Tarua, O. I'oHuapa Ta iHOIMWX. Y TOW yac iMeHa OaraTbox 3 HaBeme-
HUX TMHUCHMCHHUKIB Oymu 3a00pOHEHI — I1X penpecyBald sIK BOPOTIB HApOIy
(B. Brmakurnoro, O. [locsitaporo, I. Kymuka, K. KoTtka ta iHmmx). Tpeba Oyno matu
HeaOMsKy CMUTMBICTB, 00 3pOOUTH 00'€KTOM PETENHHOTO BUBYECHHS TBOPH MUTIIB
PoscTpinsHoro BigpoKEeHHS, YHs CHAAIIMHA OTIMHIIACH 33 TPaTaMH CIICIaIbHUX
cXOBHII i Ha Hel OyB Oe33anepevHo NPUUEIUIEHUH SIPIVK HAlIOHAT3MY. Y CBOiX po-
3BIKax aBTOPKa HE JIMIIE OKPECIIIOE JITepaTypHy LIHHICTh HU3KU MyOIIUCTUYHUX
TBOPIB, @ i PETENBHO JOCIIKYE TXHIO XYJO0XHIO BapTICTh, 3BEPTAE yBary Ha MOBHE
o(opMIIeHHSI, BAKOPHUCTAHI MPUHAOMH CTaTed TOro 4yacy. 30KpeMa, BOHa CJIYIIHO 3 a-
YBaXKYE, IO «...HEBUPOOJICHOI Oylia Ta3eTHa MOBa TOTO Yacy: «po0odd», «Iiacdu-
TaThy, «IPABHUTEIbCTBA». He BHKIIOYEHO, 10 aBTOP CBIJOMO «CIPOIIYBaB» MOBY,
mo06 BoHA He Oyia YHCTO JITepaTypHOIO, MOKIMBO HOMY 3/1aBaocCs, M0 TaKk HOTO
Kpate 3po3ymitote» [2, 114].

[ImigHI HayKOBI TOITYKH 3 MyOJIIUCTUKA CTATH (QYHIAMEHTOM IS TOKTOPCh-
ko1 auceprauii H. 1. 3aBepTamoxk Ha Temy: «IIncpmenHuIpbKa MyominyucTika B Yipai-
Hi 20-70-x pp. XX cT.: [Ipo6nemu. XKanpu. MaiicTepHicTb», SIKy BOHA YCIHIIIHO 3a-
xuctwia y 1993 p. Ha crenianizoBaHiii BueHiil paji KuiBChKOTo yHIBEpCHTETY IM.
T.T. llleBucHka. Y CBOEMY IOCIIIKCHHI aBTOPKA aKIICHTYBaja, 10 TaKe HAYKOBE
OCMHUCIICHHS TMChMEHHHIIBKOT ITyOuTic THKH XX CT. 3p00JICHO BIIEpLIE, aJKe Yepes3
ABTOPUTAPHUII PEXKUM TMPABIIHHS Ta 3a00POHH JI0 1i€l MPOOJIEeMH Maibke HIXTO He
3BEPTaBCS: KPUTHKH, 5K 1 MyONIUCTH, TepedyBaau B MPSIMOJIHIAHIA 3a7eKHOCTI
Bill TpaBJsIuoTO amapary» [3, 2]. JoCHimHUI, pO3TIIIal0un KaHPOBY Crenugiky
MyOTIIUCTHKA, BUAULIE 11 4OTUPH OCHOBHI (hOpMH — CTaTTsI, Hapuc, mamier, deiine-
ToH. «Ha BimMiHy Bin pociiicbKoi pamstHCbKOi MyONIMUCTHKY, /1€ 3 NEepIINX JHIB Ma-
HYBaB HapHC, YKpaiHChbKa MOYHHAIACS 31 cTaTTi, 00 il 0Opay SIK OCHOBHHIA CBIid

JKaHp HNHUCbMCHHUKH, OpFaHiBaTOpI/I 51 PEAAKTOPpH TMEPpIINX PAAAHCBKHUX Ta3€T
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/B.bmaxutanii, O. [locsirnil, . Kymuk, C. [Inmmmenko/», — 3ayBaxye H. 1. 3aBepTa-
mok [3, 8]. Bona BHOKpeMITIOE «rapMOHIHHMIA naocy y paIsHCHKINA MyOIMCTHIL,
3a3HAYaAlOYM, IO «TAPMOHII 1 KOHTPAaCT MAalOTh MiClle B OJHIA XyIOKHBO-
MyOJIIIUCTHYHIA CUCTEMI, a TTATCTUYHA TOHAJIBHICTh 00’ €KTHBHO BMOTHBOBaHa» [3,
22]. V Takux BUMagKax repoil mocTae SK yTUICHHS BHYTPINIHBOI TapMOHIl, BU3HAY e-
HOI BHOOPOM HUM HO3HILi BIIIOBITHO 10 3arajJbHOJIIOICEKUX IIIHHOCTEH.

H. 1. 3aBepraitok y cBOill aucepTallii Ha3uBa€e MyOJIIMCTHKY MUChMEHHHUKIB
20-70 pp. XX CT. «XyJ0’KHbOIO». ABTOpKa HEeZIapMa BBOIUTH LIEH TEPMIH, aJ[)Ke «ITH-
CBbMEHHHKH HAUISUTM CBOT IMyOJIIIMCTHYHI TBOPY OKPEMHUMH BIIACTHBOCTSIMU XY/10 K-
HBO1 Jiteparypm» [3, 23]. Take moegHaHHS OyI0 HETHITOBUM, 1 paHIilIe J0CITTHIKH
fioro He BxuBamd. H. I. 3aBepTanmrok mokIagHO aHamizye ctarti B. BrakutHoro, y
SKUX HasBHI MOETHYHI ahopm3mu, pemiHictieHmii 3 moesiit T. Illepuenka, 1. Kymixka,
JIe crocTepiraeMo OaraTrcTBo Meradop i CHMBOJIB JICHIO aOCTPAKTHOTO XapakTepy.
Bomna migkpeciioe, mo «pomMaHTHIHICTEY F0. SIHOBCBKOTO, OKpiM HOT0 MPO30BUX XY-
JIO’KHIX TBOPIB, Mae Micle i B HOro CTaTTsX: JIPUYHE BUPKEHHS NEPEKUBAHHS aB-
TOpa, MOHYMEHTAJIbHI TPOTIM PI3HUX €MOLIWHUX BIATIHKIB, rinepOona, rpajaiis, To-
mo. Jlocnminauns BOadae TYT IEBHE «HACJITYBaHHS» ITONEPEIHIX MOKOJIHB ITHCb-
MeHHUKIB: «I. Kynmuk y cBOiX MyOJIIIMCTUYHKUX CTATTAX Oararo B YoMy ine Bin moesi
I. ®panka, B. bnakutHuii KOpIHHS KUTTECTBEpLKeHHS Bere Bim M. KomroO0nHChKoTO,
roctpoty carupu Bin T. llleBuenka» [2, 117]. Ha BiqmiHy BiJ BUIEHa3BaHUX MHCbh-
MeHHUKIB, Y O. JIocBiTHROTO, TIEpEKOHAHA aBTOPKA, BAXKKO BIAIIYKATH BIUIAB yUUTeE-
JSI-HaCTAaBHHKA, ajle 11e He 11030aBiisie BUCOKOXYI0KHOCTI HOTO IMyOJIIUCTHYHI TBO-
pH.

Omxe, rpyHTOBHI HociikeHas H. I. 3aBepTamok nucbhMeHHUIBKOT MyOTinuc-
TUYHOI  JISNIBHOCTI JAIOTh  MIICTaBU CTBEP/DKYBATH, MO IYOJIIMCTHKA
20-70 pp. XX cT. — sBuIe BenbMu crelmbiune. [i aBTOpH 3MOIIM y CBOTX CTATTSAX,
Hapucax, namdierax, QeiyieToHax HOPYIUTH BUCOKOMOPaJIbHI MPOOJIEMHU Ta BUOK-
PECIUTH MIHHOCTI JIFOJICTBA MUHYJIOTO CTOJITTS, OPTAHIYHO TIO€THATH IMyOIIUCTUKY
Ta XyJIO0KHIO JITEPaTypy, X 3MICTOBO-CTPYKTYpHI OCOOIMBOCTI, 10 W MIITBEPIKYE
caMOOyTHICTh BJIaCHE YKPAiHCHKOI ITyOIIHCTHKH.

[lyOninucTrKa — naneko He OJHa IapHHA JITepaTypO3HABCTBA, y SIKIH IUTIHO
nparroe H. 1. 3aBepramok. Cepen ii HaykoBOTO 1OpOoOKY BUAUIAIOTECA Taki, sk «Ilo-
BepHEHHsI B YKpaiHy», «HenoaimbHOT Kparut nmuToma Bara», OKpeMi BapTiCHI po3Bi-
JIKK TPUCBsiYeHl jgociipkeHHio TBopyocti B. [Mlinmorumbaoro, O. Tonuapa,
I1. 3arpebensroro, €. Mananioka, E. AnieBcbKo1 TOIIIO.
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JI. TI. Binoxons

OCOBJIMBOCTI IEPEKJIAZY BJACHUX HA3B 3 AHIJIIMCBKOI
YKPATHCBKOIO TA POCIHChKOIO MOBAMM (HA MATEPIAJII
MYJbTO®UIbBMY «TAUKWN»)

VY Hai JUHAMIYHUIA Yyac B yMOBax PO3IIMPEHHS MDKHAPOJHUX 3B'S3KIB Ta 00-
MiHy iH(OpMALEI0 PO3BUBAETHCS MEPEKIIT03HABCTBO 13POCTAIOTH BUMOTH /10 SIKOCTI
nepekiany. Baximee micue nocigae nepekiaja BIaCHUX Ha3B, SIKi € HEBI'€MHOIO 4 a-
CTHHOIO OYIb-KO1 C(hepr AIITBHOCTI.

BracHi Ha3Bu (OHIMH) — II€ CJIOBa, II0 HA3WBAIOTh IMCHUAN YK BUTaIaHUI
00'exT, 0c00y UM MICTIEBICTh €1MHY B cBoeMy poni [4, 50]. M. Kouepran 3a3Hauae,
110 BJIACHI HAa3BM, HA BIIMIHY Bijl 3arajbHUX, CIy>KaTh JUJI1 BUAUICHHS HA3BaHOTO HU-
MU 00'€KTa 3 HHU3KHM MOAIOHUX, WOro IHAMBiMyam3amil Ta igeHTndikamii [2, 186] i
MPONOHYE TaKy Kiacu]iKaIlilo BIaCHUX Ha3B: aHTPOTIOHIMHU, TOIIOHIMHU, TEOHIMH, 30-
OHIMHU, ACTPOHIMH, KOCMOHIMH, XPOHOHIMH, ITEOHIMH, XpPEMaTOHIMH, EpPrOHIMH,
TITPOHIMH, CTHOHIMH.

[IpobGnema BiNTBOpEHHs Ta 3aCBOEHHS IHIIOMOBHMX Ha3B ICHYE B yCiX MOBax
CBITY, OCKUIBKH B CBOEMY IOYaTKOBOMY MOBHOMY CEPEIOBHILI BOHU MAIOTh CKJIAIHY
CMUCJIOBY CTPYKTYPY, YHIKaIbHI 0COOJIMBOCTI (JOPMHU Ta CTUMOJIOTI, MOKIMBOCTI
BHIO3MIHHU Ta CJIOBOTBOPY, YHCENBHI 3B’ SI3KH 3 {HITMMHU OJUHHUIISIMA Ta KaTErOPisiMU
MOBH [4].

B.C. Bmaxos, C. @mopin, B. Bunorpanos ta 1. KopyHenp BuB9amm pizHi Me-
TOJIM BIATBOpPEHHS BIACHUX Ha3B, a came: TpaHckpumnuio (London — Jlonoon),

TpaHcaitepauito (Hotel Ritz - ' omenv « Pimy»), TpaHcno3uuito (gun license — yoo-

' © BinokoHb /.M., 2018
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CMosepeHIe Ha NPAaso HOWeHUs opyicis), KaJbKYBaHHS (SCyscraper — XMapo4oc)
ta omucoBuii meton (The Ukrainian Parliament — Bepxosna Paoa).

PosrnmsHeMo mepexnian BIACHWX HAa3B, a caMe€ aHTPOMOHIMIB, 3 aHTIIHCHKOT
YKpaTHCHKOIO Ta POCIHCHKOIO, @ TaKOX CIOCOOM IX Mepekiaay Ha Marepiaii Myib-
Thimpmy «Taukmy.

Mynprumiikaniiianii ¢puem « Taukm» («Cars», 2006) Mae icTopuyHe 3HAYCHHS
B MPAKTHII MEPeKay ayaioB3yalbHUX TBOPIB HE TUIbKK B YKpaiHi, a it B Pocii. Lle
OyB mepImii ITOBHOMETPXHUNH MyIbT(UIBM, NEepeKiageHnii YKpaiHChKOI0 MOBOIO.
ABTOp yKpaiHChKOTO TIepekiany, Onekca HerpeOerpkuii, 3poOUB cripaBikHiil Ipo puB
y TiepeKIaianbKiid JiTBHOCTI, aJkKe TIOKa3aB CBITOBI, O YKpaiHa TaKkoK MOJKeE TIp O-
(eciiiHO oOmpanboOBYBaTH OCTaHHI HOBHMHKH KiHO. Ilepekiam pocilichkor MOBOIO
3aificarB Muxaiino YepenHiH.

HesBaxkaroun Ha HOBH3HY NPOIIECY, MEPEKIIaJN BUKOHAHO HAa BUCOKOMY PiBHI,
MIPOTE IPUCYTHIN PsIT HEMOMIKIB, Cepell TKUX 1 HeAOIUTHHIN TIepeKIIal aHTPOTIOHIMIB.
JlesiKy KUIBKICTD 3 HUX MU PO3TJITHEMO JaJi.

Lightning McQueen — iM’s TOJIOBHOTO MEpCOHaXa MYJIbTHUIbMY, JTOCITIBHUIA
nepekian ykpaiHcbkoro sikoro «bimckaBka MakKBin», a pociiicbkoro «MoHus
MaxKyun». Meron nepeknany, skuidi o0painu oOuBa nepekiaiadi, — KalbKyBaHHSI.
«bmmckaBka» abo «MoJHHS» Y IIOMY TBOPI BKUBAETHCS K CIrierudiuHe iM’ s 1 Xa-
paxTepu3ye NepcoHaKa Ik HaJ3BUYANHHO IIBHUJIKOTO, HEerlepe10avyBaHOTO Ta IMITyJIb-
cuBHOTO TOoHIMKa. Came TOMy YKpaiHCBKHN Ta POCIHCHKHI BapiaHTH HepeKiany
IMEHI HE 3a3HaJIM 3MiH, aJP)KC BOHHU € MOBHOK XapaKTEPUCTUKOIO 00pa3y. OTke, Take
PIIIEHHS € IUTKOM BIAJINM.

VY mepmiiii yacTHHI TBOPY MM 3YCTpPIMAEMO JBOX KOMEHTATOPIB IIEPEroHIB —
Bob Cutlass ta Darrell Cartrip, siki B yKpaiHCbKOMY TepeKIIajl MPeACTABISIOTCS SIK
Bbo6 Kaprep ta Jlapemt Kapnan, a B pociiickkomy bo6 Kartiac ta lappen Kaprpumn.
Osexca Herpebenpkuii oOupae onucoBuil MeTO Tiepekiany, a Muxaiiino UepenHin —
METOJ TpaHCKpHIILii. TyT CIiI JOCHITUTA MOXO KEHHS OPUTIHATBHUAX IMCH KOMEH-
taropiB: Cutlass — 1ie mapka aBTomoOuI1 1961-1999pp. Bunycky. Jlo miei mapku i
HaneXxaB nepmmii komenTtarop. [Ipi3ume Cartrip yTBOpeHO 3 JBOX CIiB — «cary Ta
«tripy», M0 03HAYAE KTIOJOPOK ABTOMOOUIEMY. SIKIO MOTIHMOUTHCS Y JTOCITIIKCHHS
XapaxkTepy IEpCOHAXY, TO MOXKHA BHU3HAYMTH, IO BIiH IOJOPOKYBaB Bil OIHOTO
MiCIISl 3Marap J0 IHIIOTO, i, IK caM Kake, «HaMOTaB HE OJIHY COTHIO KUIOMETPIB».
3BaKalOuM Ha MOXOJKEHHsS IMEH KOoMeHTaropis, nepekian Onekcu Herpeberpkoro

HEe 30BCIM JOUUIGHUHA. Y NhOMY NEpeKiIaai BHUKOPHCTOBYETHCS ABTOMOOUIbHA
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TEPMIHOJIOTIs, KA MUTbOBIK aynutopii MynpTdimemy 10 anr 12 pokiB Oyae mpocTo He
3po3ymina. Kapnan (kapianHuii Bajg) B aBTOMOOUT CIIY)KUTh IS Tiepeaadi KPYyTHIIb-
HOTO MOMEHTY MDK BaJlaMH, a KapTep — HIKHs 4acTHHa 1BuryHa. lllono nepexiany
Muxaiina UepernHina, To JJis JiTEH, K1 HE BOJOIIIOTh aHTJIIHCHKOK MOBOFO, IIi iMe-
Ha, HAlleBHO, HE3PO3YMLIi 1 Hi 3 UMM HE aCOIIFOIOTHCS. BUThIIl TOYHUM TIEpPEKIaioM 3
IIMM TTOXOJDKEHHSAM Npi3BUII OyB O0u BapiaHT: «b00 3amoposkenp» («Hama» mMapka
aBTOMOOITIB THX e yaciB Ta yaciB CPCP), i «/lapemn Camoxiny. Takum dunHOM, OY-
70 O MOoCATHYTO OULIBIN OJM3bKE CHIPUHUHSATTS yKpaiHCHKOIO Ta POCIHCHKOIO ayaH-
TOpi€r0 aMepUKaHCHKOT peatii.

Takox crmix 3ragati OykcupHHit aBToMOOUTh « CHPHUKY» — YKpaiHCHKHIA mepe-
KiIaj ta «Ma1p» — pociiicekuii. OOHIBa Mepekiagadl y ibOMY BHIIAJAKY BUKOPUCTO-
BYIOTh TaKOX OTIMCOBH METOJ MepeKiafaHHd. B opuriHam #oro iM's 3By4UTH SIK
«Tow Mater». «Tow» o3Hauae «Oykcup», a «Mater» e iM’s iboro Oykcupa. Y rme-
peknani HerpebempHOTo wacTHa «Mater» He BHKOPHUCTOBYETHCS B3araii, a «OyK-
CUpPHUK» 0e3 nepumx TproxJjiirep — Cupnuk. Lle Bano nepenano KoMeaiiHIiCTh mep-
COH@XY 1 Maihke OTOTOKHHJIO 3HAYECHHS IepeKiIagy 0 OpUIiHaly. Y CBOEMY Iep e-
Ki1azi YepernHin, HaBMakyu, BAKOPUCTOBYE JIMIIE APYTY YACTUHY OPUTIHAIBLHOTO IMEH1
MePCOHAKY «M3Tpy, MIIKPECITIOIYH T¢, 10 BiH OyB 100pe BITOMHUI Cepel MICIICBUX
JKUTENIB CBOTM BMIHHSM Kpallle 3a BCIX I3JUTH 3aIKOM, a TaKOX NPHCTPACTIO JI0
cBo€i poboTH. AJKE TUILKM HOMY IIiJl CHJIy BUTSATITH OY/Ab-sIKYy MAIMHY HaBiTh i3
HaWTmMOmoi kKaHaBu. T0k 00MIBa aBTOPH PO3KPHUBAIOTH CYTHICTH IIFOTO MEPCOHAXKA,
aJie 3 pi3HUX CTOPIH, 10 TUIbKH A0TOMarae risaadam rianoie 3po3yMiTy foro.

3BepHIMO IIIe yBary Ha iHIIOTO TepcoHaxa MynabTdimbmMy «Tagkmy — Wingo.
Bin Mae Take iM'st uepes cBiif SICKpaBUii 30BHIIHINA BUIIIA], @ TAKOXK HE3BUYAMHUN Ta
JIErKOB)KHHH TIOHIHT, sikMi OyB 3po0nenuii Hax kpuiom. Osekca HerpeOenpkuii ne-
pekianae nei antponoHim sik « Kpumyn», a Muxaitno Yepennin — « Bunrery. Meron
MepeKIaaiB — ONUCOBUI. YKpaiHChKMH BapiaHT Mepekiagy € OJMKYMM [0
OPHTIHAIFHOTO IMEHI MEePCOHAXKA, aIKE CIIOBO «WiNg» MEePEeKIaqacThCs 3 aHTIHHCHKOT
K «KpuJo». Pociiicbkuii BapianT mepekiany «BuHTely Mae KOpiHb «BHHT», IO
03HaYae IPUCTIOCOOIICHHUE IS TPUBECHNS B IBI)KEHHE CyJHA, CAMOJIETa, BEpTOJIe-
Ta», a TAKOK Mae CHHOHIM «Iporemiepy. Lle Bce Mae BiTHOIIEHHS O MOPCBHKOTO,
pigHOTO a00 MOBITPSHOTO BHAY TPAHCIOPTY, & HE aBTOMOOUTFHOTO. AJe 3 IHIIOTO
00Ky, Ham jyke 100pe BimoMuii BUCIIiB « BHHTHKOB HE XBaTaeT B T0OJIOBE», KOJIM Ka-
KYTh IIPO TOCHUTH 0e3riIy3ay abo JerkoBaXkHY JIIOAUHY. OTXKe, MOYKHA IIPUITYCTHTH,
mo Muxaitio YeperHiH Imiy yac rnepexsiay 3BepTaB yBary He Ha 30BHIIIHIO XapaKTe-
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PUCTHKY MEpCOHaXka, a Ha HOro PHCH XapaKkTepy Ta NOBEIIHKY, a came: OaxkaHHs Oy-
TH TIOMIYEHHMM, TOCTIiHE MOTPAIUIHHA Y Pi3HI XaJlely Ta MPUYETHICTh 10 OaHIu
ctpirpeiicepiB. Tox oOumBa IepeKIain € JOCUTH BIATIMH 1 B3a€EMO/I0TIO BHIOIOUHMH.

OTxe, epeKIaallbKui aHai3 BIACHHUX Ha3B Iepeirdadac BUBUCHHS TX CTPYK-
TYPH 1 IOXO/KEHHS, ypaxyBaHHs 03aMOBHOTO OTOYEHHS — MOM-KYJIbTYPHHX peatiit
Ta pBHOMaHITHUX acoljauiid. [Ipomec nepexnagy BIaCHUX Ha3B CTAHOBUTH CKIIAJI-
HICTh I Yac OIpAlIOBaHHA Ta IOTpeOye YAOCKOHAJEHHS HAasBHOT METOIHMKU
OTIPAIIOBAHHS 13 TIO/JaIbIINM BIPOBA/DKEHHSIM Y TPAKTHILL, 0COOIMBO, KOJIHM HIEThCA
PO TMEPeKyIaj aylioBi3yalbHUX TBOPIB. JIJIsl MOCSTHEHHS 3aJOBUILHOTO PE3YJIbTATy
TIepeKIIaTad Ma€e MPOBECTH AOCTIIHKEHHS HASBHUX Y TEKCTI BJIACHUX HA3B 1 MaTH TJTH-
0OKi 3HaHHSI KyJbTYpH KpaiHU MOBH-OpHriHany. KojkeH aHTpONOHIM € BMICTHIINILEM
KomoBaHO1 iH(opMmaIlii He JMIIe TIpo Teposi, a i Mpo KpaiHy, MO CTBOpUIA HOro, il
KyJbTypy Ta Tpaauii. Tomy poboTa nepekiasaya nosirae He JUIIe B PO3KOTyBaHHI
BIIITOBITHUKY MOBH-TICPCKIIATY.
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K.B. lyka

MOJIEPHICTCHKI TEHJAEHIIII B ITPO3I PFOHOCKE AKYTATABA

Ha cywsacHomy erari po3BHUTKY JTepaTypO3HaBCTBAa BCE YaCTillle 0OTOBOP 0-
€TBCSI CYTHICTh MOJICPHI3MY SIK JliTepaTypHOTo Hampsmy. [Ipobiema momsrae B Tomy,
[0 HEMa€ TOYHOTO BH3HAYCHHS IOTO (peHOMEHY. [loHa ] MBCTOITTS TPHUBAE MOJIC-
MiKa MDK JOCIITHIKAMH, IO MPOMOHYIOTh BIIACHI TEOPil M0I0 IPUPOIU IIHOTO SBU-
ma. YCKIJIAIHIOE CHTYAIIFO Te, MO YCi BOHU HaUacTIillle He CyIepedaTh, a JOTOBHIO-

I0Th OJIHA OJIHY, BUCTYIIAI0OYH Ha PI3HUX piBHsX [3, 234].
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[Ipo6emoro MoIEpHIBMY K JITepaTypo3HABUOTO MOHATTS 3aimarmcs T. Ka-
mei, C. barpakosa, E. boopuncwkwmii, K. I'pinOGepr, B.benbsmin Ta iHmi. JKutts Ta
TBOPUICTh PIoHOCKe AKyTaraBa BUBYAIMCS TaKMMH JOCHITHHKaM, K B. Xipodywmi,
AH. Ctpyrauskuii, B.C. Tpusnin, X.JI. Bopxec, M.I. Bermep.

[ostBa B SnoHil mepmx MOAEpHICTIB BinOymacs Maike 0 JTHOYACHO 3 TIOSBOIO
Ta PO3BUTKOM MOJICPHICTCHKHX TeUill y 3axiTHOEBpONEHCHKill sireparypi. Ha i in-
IIMX AIOHCHKUX aBTOPIB BUAUIAETHCS CBOIMHU TBOpaMu PloHOCKe AKyTarasa.

[epm HDK Ge3mocepeHbO MEPEHTH 10 PO3KPUTTS TEMH JOCIIKEHHS, HEO 0-
XiTHO YTOYHHUTH 3HAUEHHSI TEPMIHIB «COH» Ta «CHOBWJIHHS. AJlKE BOXIIMBOIO P U-
COIO0 € Te, IO MUCHMEHHUKUA-MOJICPHICTH 3 PI3HUX KpaiH MiI Yac HAIMMCAHHS CBOIX
TBOPIB KEPYBAIIKCS MICUXOAHATITUYHUMH BiIKpuTTsiMu 3. Ppeiina, 30kpema Horo no-
TJISIIaMA Ha TICUXOJIOTIF0 CHOBUIHG [5, 6-7]. OOuIBa MOHATTS — COH 1 CHOBHIHHS —
4acTO OTOTOXKHIOIOTh, MDK HUMH HE MPOBOISTH YITKOT MEXi. 3a BU3HAYCHHIM TITY-
MayYHOTO CJIOBHHUKA Cy4acHO1 yKpaiHChK01 MOBH, « COH — (i310JIOTIYHIIA CTaH CITOKOTO
OpraHi3My JIIO/IMHH, 10 HAcTa€ MEePiOANIHO 1 CYIPOBOJIKYETHCS TOBHOIO ab0 Jac T-
KOBOIO BTparor cBimoMocTi» [2, 648], Toai sik « CHOBUIIHHS — 00pa3H, 1110 BUHHKA-
IO0Th i/ 94ac CHY; Te IO CHUTHCS» [2, 645].

OTKe, FOJIOBHOIO CKJIAJOBOIO Y BU3HAUEHHI ITOHSTTS «COHY € MPOolIeC, a B M0-
HSTTI «CHOBUAIHHS» —00pa3. Y cBOIX TBOpax cJIOBO «COH» AKyTaraBa BUKOPUCTOBYE
HE sIK HAyKOBHUI 4YM OI0JOTTYHUI TEpMiH, TOOTO HEMA€E YiTKOT MEXI MDK HOHSTTSIMH
«COH» 1 «CHOBUIIHHA». OCKUTHKH B HayIll HEMA€ YITKOTO BU3HAYCHHS JIITEPATypHUX
CHOBH/IIHb, TAaKOXK BIICYTHI KpuTepii st X BUaUIeHHs B TekcTi. [lepiu 3a Bee, 1e T-
THE 3a cO00T0 MEBHY TUTyTaHUHY IIil Yac PO3PIi3HEHHS JITepaTypHOTO CHY, OadeHHS,
raIONUHAIL Ta HIMX OJM3BKHX 3a CBOEIO MpHUpooto GopM. Tak y npoanamizosa-
HUX HAMH TBOpaX AKyTaraBa BUKOPHCTOBYE CIIOBO «Z=»: 1) COH, CHOBHIIHHS; 2)
Mpis, UTIO3Is.

3aBkau MO’KHA TOYHO BUAUIMTH MEXIi CHY Y JIITepaTypHOMY TBOPi AKyTarapa.
O6cAr cHy Moske 6YTH piBHMM: Bixl 1imoro posaity («NBFE/RE» «IuBoBmkHuii
ocTpiB», «MensuraZoil» ) 1o ouiei Gppasu («=» «Conn). Y Beix BUMmaakax 060s'sa3-
KOBO (DiKCYIOTBCS KOPIIOH CHY — MOYaTKOBHK a0o0 KiHIeBnid. BoHM HE0OXimHI s
TOTO, 100 BITOKPEMHTH CBIT CHY Bil yMOBHO-pEaJILHOTO CBiTY TBOpY. Llili MeTi ciry-
JKaTh CTEIiaIbHI MapKepy B TEKCTi, BOHH BKa3ylOTh HA Te, IO BiMOYBCS Tepexin re-

POsi 3 YMOBHO-PEAIBHOT'O CBITY B CBIT CHIB. SIKIII0 TOBOPUTH MPO JISKCHYHI 3aC00M, 32
JIOTIOMOTOI0 SIKMX AKyTaraBa ro3Havae Iii 3MiHH B CTaHi reposi, TO B TIepeBaxkHiit 0 i-
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TBIIOCTI BUIAJIKIB 3yCTPIIAEMO TIECTIOBA «3aCHYTI», KPO3OYIUTI» YU «IIPOKUHYTH-
CsI», a TAKOX 1X YMCJICHHI CHHOHIMH. SIKIIO K I1i BKA3iBKU BIACYTHI, TO MH MaEMO
crpaBy 3 6aueHHAM. « baueHHAM Ha3MBAIOTH HEICHYIOUHI 00'€KT, IKU BUHUK JIMIIIE B
YUEMYCh 30POBOMY CIIPHUHSTTI, YsiBi, yBi CHD [2, 94].

VYV AxyraraBa MetagopuKka CHy CTa€ KII0YeM 0 PO3YMIHHS aBTOPCHKOI MO3 -
wii. [TomiOHMI puitoM OKIIaICHO B OCHOBY 0araTb0X HOTO TBOPIB, OCOOJMBHX IIp O-
sBIB BiH HaOyB y HoBelll «Mensura Zoil». 3 TOUKH 30py METOALY, SIKUM KOPHCTYBaBCSI
3. ®peiin st TIiyMadeHHS CHOBHIIHB, 3MICT CHOBHJIIHHS HIKOJIH HE MO OyTH BU-
TMIaJIKOBUM, BiH 000B’3K0BO Oy/ie TOB'SI3aHUM 3 TyMKaMH JIIOAMHH, @ 0COOJINBO — 3
TUM, 10 {1 OEHTSKUTH [4]. SIKIIO B3SATH 32 OCHOBY ITF0 KOHIIEMIIIO, TO HemapMa AKy-
TaraBa OIMUCYE caMe IIi Moil. AKe OJIHA i3 MPOBITHUX TEM HOTO TBOPYOCTI — MPO-
OireMa MUTIIS 1 MUCTEIITBA, SKi, B CBOIO UEPTY, YACTO € PETPAHCIATOPaAMHU IIPOOIIeM Ta
XBHJIIOBaHb BCEPE/IMHI CYCTIUTHCTBA.

BaxnBoio TEHICHIIIEIO JITEpaTypH MOICPHI3MY € BHUKOPHUCTAHHS MPUHOMY

«HeHajiitHOTO OmoBinaua» [1, 5]. Hosema Axyrtarasa « BRODH) «V xami» — sckpa-

BUIi IPUKJIa] BUKOPUCTAHHS BHILE3a3HAYEHOTO METONy. J[eTeKTHBHA CKiIagoBa HO-
BEJI 0OPHBAETHCSI HA TOMY MICIIi, 1€ TOUYNHATHCS BJIACHE PO3CIiyBaHHA. Y HOBEII
OTIOBI/Ib, MO€HAHA 3 TAEMHHUIICIO, CTA€ OJHIEO 31 CIIPHUATIUBUX YMOB IS (DYHKILIO-
HYBaHHS «HCHAJIIITHOTO OTIOBiayay, MPUCYTHICTH IKOTO BXKE CTABUTH ITil CYMHIB J0-
CTOBIPHICTH PO3IOBI/Ii KOXKHOTO 3 TIEPCOHAXKIB.

JleTeKTUBHUH 3a41H iCTOPIl PO OJIMH 37I0YMH PO3BUBAETHCA Y TPH Pi3HI Bepcil
TOTO, IO CTAIOCS: pO30iHMKA, JKIHKH 111 40JI0BiKa. YCi BOHM MOOYI0BaHI HA OJTHO-
MY JIQHIFOXKKY TIO/Iii: 3yCTpid — HACHIILCTBO — BOUBCTBO.

YV HOBeli pi3Hi Bepcii CTaloTh 3aC000M NCUXOJIOTTIHOT'0 PO3KPUTTS XapaKTepiB.
He mokHa cTBepKyBaTH, IO SIKAch 13 Bepciit — OpexHsi: yci Tpu po3MOBili MPaBIUBI.
OxHa NoJis IepeTBOPIOETHCS HA TPH, 1 METa aBTOpa — BioOpasnTH ii 3 TOUKK 30py
KO)KHOTO 3 repoiB. BBakaemo, 1o AKyTarapa, MOCIYrOBYIOUHUCH ITUM MPUHOMOM,
MaB Ha METi TIOKa3aTH, HACKUTbKY HEeHATIHUM € BIIacHE OavdcHHS.

Ves nosicts «AJE» «Y KpaiHi BOASHMKIB» N0OYI0BaHA HA 3aCTOCYBAHHI 30-

OpaXyBaJIbHOTO METONY «HEHAMIMHUHA OMOBITad». ApXETHI, KUl AKyTaraBa BUKO-
PUCTOBYE Y IIiif HOBEN, — «Icuxonar». TakoX «HEHAIIHICTE)» MPOSBIAETHCS Y TO-
MY, II0 PO3MOBIlb BBEJETHCS «31CIIBY» MCUXIYHO XBOPOTO IHIO 0c000t0. ToOTO Ha
COPUMHATTSA 00'€KTUBHOI PEATbHOCTI CHUIIBHO HAKJIANAIOTHCS HE TUIBKU BJIACHI BITO-

noOaHHA 4H repedpazn Takoro oroBinaya, a i TyMIEBHUH CTaH Iepost, AKOMY 1A ic-
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TOpisA BIIACHE 1 HaJieXkana crovarky. OMmoBinad HaBITh CaM 313HAETHCS, IO MIT MIOCh
HAITyTaTu:

AN D EAEDAEZE XD IEEICELIZDED THD».

«30aembcsi, wo A 3anuUcas 1020 po3nosiob MOYHO.
Baaraini, MeTon «HeHaIIHHOTO ONOBiNaYa» MPUCYTHIH y BCIX TBOpax, y SKHUX

MOBIIb BEAETHCS 31 CIIIB THIIOT H, <« « JUTEHE KOXaHHs» (1€ aBT!
03II0BIIb BEAETHC 31 CJIiB iHIIOT 0C00 Fr 7% «Hepo3zinene KoXaHHs» (11e aBTO

«TIOYYB 1[I0 PO3IMOBIAb Bill TOBAPHIIIA»), Y HOBENAX, Jie MPUCYTHS HEICHYI0Ya Miciie-

BicTh «tHZTTDYEE» «Posnosins Monocke» (repoii 36upaeThest moixartu Ha OCTpiB

[m3y — octpiB, ne € 0GaraTo »KIHOK), PO3IOBIML, /1€ € EIEMEHT CHOBHIIHHS

«HIFAZE» «Myku nekenbHD.

AHaIIBYIOYM TBOPHU, HEOOXITHO BUOKPEMHUTH 1 TEKCTyasbHI MapKepH, sKi BKa-
3yIOTh Ha METOJ] «HEHAIIHHOTO OTOBiNaday: sBHI MPOTUPIYYS ¥ HEBINMOBITHOCTI B
MOBJICHHI OTIOBia4a, pO30DKHOCTI MDK IYMKOFO OTOBinada mpo cede caMe i JymMKax
PO HHOT'O HIIMX EePCOHAXKAX, HABHICTB 3aTANIbHOT KAPTHHH BUCJIOBJIIOBAHb, HETH-
NOBI NPOsiBYA TOBEAIHKU. OTKe, MU 0AYUMO, 110, BUKOPUCTOBYIOUH METO/| «HCHa-
JUAHOTO OMOBiIaua», aBTOP CTBOPIOE a0COJIFOTHO Pi3HI 32 CBOTM 3aBJJaHHSIM I, SIK Ha-
CIIIZIOK, 32 XyJJO’KHBOIO CTPYKTYpPOIO TBOPH.

AHani3 HOBen AKyTaraBa NPUBOJUTH HAC JI0 BHCHOBKY, IO Yy MPO3i I[LOTO
SATMIOHCHKOTO MIChMEHHUKA JIICHO MPOCTEKYIOTHCS TIEBHI MOIEPHICTCHKI TCHICHILTII .
ITin BrutMBOM (hpeiiqu3My TayMadeHHsT CHOBH/IIHD SIK JIITEPATypHOTO TPHHOMY CTaso
BOKIMBUM €TallOM Yy PO3BUTKY MOJEpHi3MY. TOMy MU NpOaHaI3yBald 3Ha4CHHS
CHIB y HOBeJax npo3aika. Ciupalovuch Ha Halle JOCIIKEHHs, MOKEMO 3 TIEBHICTIO
CTBEpJIKyBaTH, 0 y TBOpax AKyTaraBa He OyBae CHIB 3apaJd CHIB, BOHH 3aBXIH
3YMOBIICHI CIO)KETOM 1 MPUBHOCSTH 10 TEKCTY JI0aTKOBHIA IICUXOJIOTIYHUI 200 CUM-
BOJIYHUI 3MICT. Uepe3 HUX MUChbMEHHHK 300paxye LIyKaHHs TepoiB, iX MUIIX JI0 Ca-
MOIII3HaHHS 0COOMCTOCTI. Y pe3yabTari IPOBEACHOTO aHAN3Y KIIFOYOBUX TBOPIB aB-
TOpa HaMH OynM BHIUIEHI (DYHKIi, 110 NOEIHYIOTh CHOBHAIHHA y MaJlii mpo3i AKy-
Taraea:

- BBEJICHHSI MUHYJIOTO 1 MaiilOyTHHOTO B aKTyaJbHUI MOMEHT;

- croxkeToOynyroua (hyHKIis (KKpU30Ba Bapiallisi CHy»);

- PO3KPUTTA MIACBIIOMHUX CTOPIH NCHUXIKH (CaAMOITII3HAHHS Teposi).

Merto[ «HEHAIITHOTO OTIOBINadYa» AKyTaraBa BAKOPHUCTOBYE HE TUTBKH 3 TOUKH
30py caMe «HEHaIHHOCTD PO3IOBil CAMOTO aBTOPA, BIH TAKOX IEPEHOCUTH CBOIX
repoiB y HEICHYIOU1 MICIIsl, OIIMCYE CHOBUIIIHHS repoiB.
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Takok 3HAKOBHM € Te, 1[0 HOBENH, Y SIKHX MPUCYTHIA MOJICPHICTCHKHUIA 300p a-
KYBIbHUI METOJI «HEHAJIIMHOTO OIOBIIa4a», BUPI3HAIOTHCS 3-IIOMDK IHILIHMX MOJIe-
PHICTCHKHX TBOPIB 0COOIMBOIO POPMOFO PO3KPHUTTS TyXOBHOTO CTAHY T'epOiB, BHHAT-
KOBOIO ()OPMOTO CBITOYCTPOIO, 32 STKOT MOJKJIMBI OJTHOYACHO KUTbKa BEpCiil icTopii, 31
crierigHOIO (POPMOFO XYIOKHBOI YMOBHOCTI.

BIBJIIOTPA®IYHI ITOCUJIAHHA:
1. Bpecnasen, Tareana. JIuteparypa MmogepuusMa Snonnu. Bnagusocrok: [JanpHa-
yka, 2009.
2. Benmuxwuii TIyMauHUHA CIOBHUK CydacHOi ykpaiHcbkoi MoBH. Kuis: Ilepyn, 2004.
3. Tamma, Onexcanap. Teopis mireparypu. Kuis: JIubins, 2001.
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5. Takayama, Kenta. Introduction to Contemporary Japanese literature. Tokyo:
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L. C. Aymmskina, H. 1. Bnacenko

IHOETUKA HA3BU POMAHY T.JOJXA “A MARGARITE OF AMERICA”

3-oMDK MUTEIPKAX HOBAIli{, IO IHIIFOBATX 3all0YaTKyBaHHS POMAaHHOTO
JKaHpy B aHIIIHCHKIN sireparypi Binpomkenns, TBopumii excniepument T. Jlomka
BUPBHAETHCS HAHOUTBII MOCTITOBHOIO OPIiEHTAIIEI0 HA POMAHIYHY TPAAHIIIIO i CTaTi-
MBHICTIO 11 Teperisiy, B sIKid BioOpaswiacs 3aranbHa JUHaMiKa TpaHcgopmariii
camoi CTHIIFOBOI TOMIHAHTH KaHPOTBOPEHHS, CTBEPPKEHOI B X011 CTAHOBJICHHS P O-
MaHICTHKH PEHECaHCHOI AHTJIl, — IepepOoCTaHHS PEHECAaHCHO-MaHbEPUCTUIHOTO
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“ouynHenHs” “rotoBoro cnosa’ (O. M. BecenoBchkuit) TpaguuiiHOT KyIbTypH B 1i-
AJIOTIYHE CHIBBITHECCHHS WOTO YCTAJICHHUX 1 HOBOBUSBIICHUX CMUCIIB, BUCXITHE IS
bapoxko.

B ocrarHROMY NOMIKIBCRKOMY pomaHi — “A Margarite of America” (1596)
MepEeTBOPEHHS MAaHbEPUCTHYHOT HACTAHOBH aBTOPCHKOI'O BUCJIOBIIFOBAHHS HA 0Oap o-
KOBY IPYHTY€ETBCS Ha ,,BUNIPOOOBYBaHHI" XyI0KHBOT MIHCHOCTI JKUTTEBOIO peasbHic-
TIO — €CTETHYHIH CIIPSIMOBAHOCTIJITEPaTypHO-TBOPYOT0 CAMOBH3HAYEHHS, 1110 3yMO-
BIJIAa OTO PYyX Bill Bil HEOIUIATOHI3MY JI0 HEOAPHUCTOTEN3MY, BilI ,,MaHepH™ IO ,,IIp a-
BronoioHOCTi” [3]. [IMCcEMEHHHK 00WMpae BIACHUM JKaHPOBUM OpieHTUpOM chivalry

romance, sIKUii Ha TOPU30HTaX WOTO pPeLerllii, BCTAHOBJICHUX B ernoxy PenecaHcy,

18 JMymmikina 1. C., H. I. Biacenko, 2018
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OyB OCMUCIICHHH SIK HEPO3PUBHO IMOB'SI3aHUH 13 “KHIDKHUM ™ CBITOCTIPUIHATTSIM, [Ta-
JeKuM Bin xkuTTsA. TpaHcdopmaliisi MOSTUKH JIMIIAPCHKOTO POMaHy, 3/iHCHIOBaHa
T. Jlomkem, CIpSIMOBY€ETHCSI Ha O3HAYCHHS PO3PUBY MK CIPABXKHIM 1 YIBHHUM, MDK
imeanbHIM Ta peajbHUM. Brimorounchk B omo3uiito "OyTH — 3/1aBartucs'", Taka aHTH-
HOMI3aIlisl JTEFOJICHKOI IPUPO I, OCHOBOIIOJIOKHA JJIsI MAHBEPHU3MY 1 CTipuiHATa O6ap o-
KO, 3aJ1a€ 3MICTOBE HAIIOBHEHHS TPaJULIHO-POMAHHUX HAPATHBHUX KOHCTPYKTIB Y
X JIOJPKIBCHKOMY BIITBOPEHHI.

TBopua iHTeHIIsT, BTUleHa B pomani "A Margarite of America", nepBUHHOTO
JUTSl YUTAIBKOTO CIIPUUHSITTSI BUpaKeHHs HaOyBae B 3arojioBKy. Has3Ba 1jporo tBOpy
T. Jlomxa BUKOHYE Kinbka ¢yHKIIiH. [To-mrepiie, BoHa BUCTYIIa€ MapKepoM 3B's3Ky i3
TPAIUIEI0 POMAHHOTO JKaHpy. [lo-apyre, 3arojoBOK € CBOEPINHUM IHAMKATOPOM
XYIOKXHBOTO TPOCTOPY 1, IEBHOIO MipOI0, cHcTeMH AifioBux ocib. [lo-Tpete, B moe-
THUKQJILHOMY O(GOPMJICHHI Ha3BU POMaHy BiTOOpaXKa€ThCsl CBITOTIISTHO-ECTETHYHE
MATPYHTS JOIKIBCHKOTO MIEPEOCMHUCIICHHS POMAHIYHNX CTEPEOTHITIB.

Tpaawuis 10/1aTKOBOT ITepCcoOHANBAIL 3a JOMOMOTOI0 BKIIIOUEHHS y CTPYKTYPY
BJIACHOTO iIMeHi reorpadiuyHOi Ha3BH MOXOHTh, SIK BIZIOMO, 3 aHTHYHOCTI. Bike B TOii
iCTOpUYHUI TIepios] Taka (opMa HaliMEeHyBaHHS 0COOMCTOCTI MOB'A3yBaacs 3 i BU-
COKHMM COIlaJIbHUM CTarycoM 1 3 LI€I0 KOHOTALi€l0 Oylia 3akpilieHa B Jireparypi
(30Kpema, B 3aroJIOBKY JaBHBOTpELbKOro poMany I cT. H.e. "lcTopis AnosoHis, naps
Tipcbkoro", 1o 03HAYMUB MOJIC/Ib HA3BH JITEPATYPHOrO TBOPY, sIKa CTajla OIHIE 3
HAMOUIBII PO3MOBCIOMKEHNX 1 HEOAHOPA30BO BINTBOPIOBAIACH Y MOMANBIIIH iCTOPIl
POMaHHOTO KaHpYy).

VY CepenHi Biku “TeorpadiqHo JOKaIi3oBaHe™ iM'St CTBEPAMIOCH K BHHSATKO-
BUil IpuBLIEH (eonaiiB i aTpulOyT KypTyasHOCTI: “reorpadiuyHa’ yacTHHA TaKOTO Ha-
HMeHyBaHHsI (BKIIFOUEHA B MOTO 3arajbHy CTPYKTYPY 3a AOMOMOTOIO MPUIMEHHHKIB
"de" — y dpaniyspkii, "fon" — y HiMenpkii, "of" — B aHIHCHKIH MOBaX) MOXOAMIA
Bill HalfiMeHyBaHHs (He0JATLHOTO BOJIOIIHHS — JIOMEHA, 1110 BKa3yBaJIo Ha 0AararcTro i
MOTYTHICTh HOTO HOCIS 1 Ha HOTO TIOYECHE MicTIe B CYCIIUThHIH iepapxii [4].

[Nepeknan ykpaiHChKOK MOBOIO KOHCTpPYKIIi “A Margarite of America”, opie-
HTOBaHUii Ha POpMy €BpOTEHCHKOTO “reorpadidHo JoKkamizoBaHoro” iMeHi, — “Map-
raputa AMepHKaHChKa” — BIITBOPIOE CIIEKTP THX KOHOTaTUBHUX 3HAa4€Hb, SIKi 3a-
JAl0THCS MOICIUII0 HOMIHATHBHOT'O 3ar0JIOBKY, CTBEPIPKEHOIO JIMIAP CHKUM POMAaHOM.
OpHak 3a YMOBHM Takol IepeKiIaanbkoi peKOHCTPYKILI He PO3KPHUBAETHCS CYTHICTh
MUCbMEHHUIILKOTO ““OuyIHeHHsI” 1[bOT0 TIOETUKAIBHOTO MapKepa POMaHIYHOT Tpaiu-
1ii. BUKOpucTaHHS HEBU3HAYEHOTO apTUKIS “A” 3ajae cCpUHHATTS ““Margarite” sk
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Ha3BU KBITKH MapTapUTKH, CIIIB3BYYHOI 3 iM'sIM TepOiHi, a BiITaK — CIIOHYKAE JI0 PO-
3KPHTTS y3araibHEHO-CUMBOJIIMHOTO 3HAUEHHSI pOMaHHOTO ciokery. [iist Toro, moo
TepeaTy 1o KoHoTariro, “A Margarite of America” MoskHa repekacTH sk “Mapra-
putka 3 Amepuku” abo sk “AmepukaHchbka Mapraputka”, BiIIHIIOBIIN Big MoJeIi
HOMIHATUBHOT'O 3ar0JIOBKY, L0 CTala CKIaJHUKOM JKaHPOBOI MOETUKH JIMAPCHKOTO
pomany.

BusiBiiena aMOIBaJICHTHICTh Ha3BH TBOPY, SIKUM 3aBEPILMIIACH JIOKIBChKA PO-
MaHHa HOBAllisl, CBITYUTH NTPO HAMAraHHs MMChMEHHMKA BiICTOPOHNUTH TTOCTHK ATbH1
KOHCTPYKTH chivalry romance Bi X IEpBUHHOTO 3MICTOBOT'O HAIIOBHEHHSI, CIIPSIMO-
BaHOTO Ha CTBEPXKACHHSI TOTOXKHOCTI ‘“BUCOKMX~ TEpOiB imeary B YMOBHO-
BUTa/IaHOMY i/1eali30BaHOMY KHM)KHOMY CBITI, i O3HaYHMTH, HATOMICTb, PO30DKHICTH
imeambHOTO 1 peasbHOTO B JKUTTL. OYEBHUAHO, IO MUTEIH BIIMOBIIETHCS Bil MaHbE-
BilyaJ TbHOTO BTUICHHS y pEaTbHOCTI MUCTEITBA, — MPHUHIHUITY XyHAOKHBOTO 300pa-
JKEHHS JIFO/ICHKOT pUpoIu “B i1 MOBHOTI 1 po3aiteHocTi” [2, 48], sikuii OyB moka e-
HUI B OCHOBY OHOBIICHHSI )KaHpy B rornepennix pomanax T. Jlomka, 30kpema, B Horo
pomaHHOMY ae0r0Ti — ,,YconopKyBanbHii icTopii @opboniyca i Ilpicuepii” (“The
Delictable Historie Of Forbonius and Prisceria”, 1582). Uepe3 TpomoJioriyse y3a-
TaTbHEHHS BJIACHOTO IMEHI B 3ar0JIOBKY poMaHy “A Margarite of America” o3Hauy-
€ThCs 3B’ 130K )KaHPOBOI OpraHi3alil 1bOro 3pa3ka Jo/KIBCbKOT pOMaHICTUKH i3 0 a-
POKOBOIO HACTAaHOBOIO Ha OCSITHEHHS 3arajbHOTO B XOJIi MUTELBKOTO BiITBOPEHHS
BapiaTMBHOCTI HOTO IPOSIBIB y OJAMHUYHOMY, SIKi, HE JOCSTAI0uH JIOCKOHAJIOCTI iea-
JIy, CTBEP/IKYIOTh MHOKHHHICTh IIIIIXIB 10 HHOTO B JKUTTEBIH AICHOCTI

[HaMKAaTOPOM CHIPSIMOBAHOCTI @aBTOPCHKOTO HEPErJsily POMaHIYHOT Tpaauiil
BUCTYIIA€ 1 caMa CTPYKTypa Ha3BU ocTaHHbOTO pomany T. Jlomxka. Ha cepennboBiu-
HOMY eTarli CTaHOBJICHHSI POMaHHOTO KaHPYy, BiI3HAYEHOMY JTOMIHYBaHHSIM TOIIIKH,
TMOB'SI3a2HOT 3 JIMLIAPCTBOM, CTBEPIMJINCS, SIK BIIOMO, J[Ba THIIM HOMIHATHBHOTO 3aro-
JIOBKY: JABOCKJAJHI — YTBOPEHI CITONy4eHHSM iMeH reposi Ta repoini ("Epek Ta
Enina", "Tpictan Ta [301p1a") 1 0HOCKIIAIHI — BHYEPIIaHi HA3WBaHHSM IMEHI I'O-
noBHOTO Tepos-mmmaps ("Jlancenor Ozepumii"). B itano-peHecaHCHUX TBOPYHX €KC-
NepUMEHTaX, HAIUICHUX Ha JJIOTTYHEe MO€JHAHHS POMaHIYHOTO ¥ emiuHoro [1], min
Yyac BKITFOUEHHS y CTPYKTYpPY Ha3B 3pa3KiB romanzi, ctBoperux M. bospno, JI. Apio-
CTO, BU3HAYCHb XapakTepy i CTaHy reposi, Oyno 30epexeHe CeMaHTHYHE SIAPO OHO-
CKJIaJHOTO HalMEHYBaHHs TBOPY, BU3HAYAIIbHE I JTMIAPCHKOTO POMaHy CepeIHb O-
Biuust, - “HecamoBuruii Opnanno”, “3akoxanuit Opnanno”. Ha mportuBary Takomy
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MIEPETBOPEHHIO TPAAMIIIHHOT HOMIHATUBHOT MO/I€Ji pPOMAaHHOTO 3arojIoBKy HOro Tpa-
HchopMalris, 3aICHeHA Ha 3aBEepIUAbHINA CTazll JIOMKIBCHKOT peIenIii KaHpOBOT
TpaauLLi, TPU3BENA J0 3MIHA CaMOTO 3MICTOBOTO OCEP/Is HOMIHAIIl, CTIPSMYBaBIIH i1
Ha (opMyBaHHS MeTadopH, CIIBBiIHECEHOI 3 iM'sM royioBHOI repoini. [Ipunieca
Mockogii MaprapnTa ONUHIETHCS B IIEHTP1 3aroJIOBKOBOTO BU3HAYEHHS OCTAHHBOTO
tBOpy T.Jlo/Ka He ymIe yepes Te, M0 BOHA YOCOOII0€ pOMAaHIYHHUH iean KoXaHoi,
JKa 3/1aTHA Ha CIIPABXKHIO JIFOOOB, MPOTHUCTABIICHY JIMLEMIPHOMY MiICTYIHHULTBY i1
ob6panmsg — npurna Kycky Apcanaxyca, ajie idepes Te, 0 B pOMaHi BiICYTHIA inea-
JBHUH repoii-nmuuap, a B 00pasi HapeueHoro cnaakoeMuili MOCKOBCHKOTO iMIIeparo-
pa CIONyJaroThCA CTEPEOTHITH “Tepos” i “anturepos” chivalry romance, Gopmyro-
YU CYIECPEUHICTh HOTO “Macku” i CcyTHOCTL. Ha BimCyTHICTH Te€posi y TpaaMIliHO-
POMaHHOMY PO3YMiHHI 1 BKa3ye OJHOCKIAIHA CTPYKTypa Ha3Bu "A Margarite of
America".
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A. C. 3iH4eHKO

TEMA KOXAHHSI B POMAHI I'. JUKEVMCA
«BAIIMHI' TOHCBKA IUIOIIA»

«BamuHTTOHCHKA IUTOIAY Mo3HaumIa B TBopuocTil enpi J[xeiimca Toit pyoik,
KOJIM MMCHbMEHHUK BIYYB IEBHY CBOOOJY, BJIACTHBY XYIIOKHHKY, SIKHI BCTYITHB B
mopy 3pinoi marictepHocTi [2]. Poman «BammHrToHCHKA III0IIA» 3'SBUBCS B JKypHa-
nax “Cornhill Magazine” u “New Monthly Magazine” y 1880 p. Bin ctaB ogaum 3

Bimomux TBOpIB ['eHpi [Ikeiimca, e CTBOPEHO HEMOBTOPHUIA KiHOUMi xapakrep. 1o

© A. C. 3inuenxo, 2018
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HanucaHHs poMaHy J[keiiMca HaTMXHYB HEPHEMHHI JOCBI 3 )KUTTS MOJIOJOT JKiH-
KM, sIKa JIe[b HEe BUHIIUIA 3aMDK 32 KOPHCIMBOIO YOJIOBIKa, po 11e JkeiiMcy po3mo-
BicTh akTpuca ®anni Kem6m. [lnchMeHHUK HE TIPOCTO MEPETBOPUTH KUTTEBUHA BUTIA-
JIOK Ha SICKpaBY JITEPATYpHY ICTOPIO, a W TMOKaXe >KIHOYHMU XapakTep, sSKUd He-
CIIO/IIBAHO JIJIA BCIX BIACTOPOHETHCS Bif OyASHHOCTI i HE MPHUHME YTOTOBaHY HOMY
JOJIIO.

Tema xoxannsi y «BammnrroHcskiii miom» ['enpi [[xeiimca mocinae 1eH-
TpanbHe Miciie. BoHa pO3KPHUBA€EThCS aBTOPOM PI3HOACIIEKTHO, € BAXKIMBOKO IS
(hopmyBaHH: Xy10XkHIX 00paziBy pomani. Octin Croyrep, 6artbko KetpiH, — po3ym-
HUH, TATaHOBUTHA, BITOMHI HbIO-HOpKCHKuUit mikap (“...Dr. Sloper had become a lo-
cal celebrity... he was an observer, even a philosopher ...”). A iioro nonska Kerpin
Crnoymep — mpocTa AiBYMHA HeBupa3HOi 3o0BHImHOCTI (““...A dull, plain girl she
was...”) [6]. Mopica TayHcenna, sxoro Kerpin 3yctpina y 1oMi CBO€l Ky3uHH, Hali-
JICHO TapHUMH MaHEepaMH, BMIHHSM JIETKO CIIUIKYBATHCS, BiH TIEBHUI Yac )XuB y € B-
pOTIi, TOXOIUTH 3 HeOaraToi pOJMHH, Mpi€e PO 0e3TypOOTHE )KUTTS Ta TOOPHIA CTaTOK
(“...very intelligent — leads us to suppose that, however much he may value your per-
sonal merits, he values your money more... ”) [6].

PomaH MiCTUTB PO3TOPHYTI ONKCH 3BHYAIB, 110 AOMIHYBAJIH Y )KUTTI BUIIOTO
cycIiibcTBa 3a yaciB Mosonoro Jxeiimca. Tak, y poauni titku Kerpin, micic Oun-
MOH]I, BCe IiJie, SIK 1 HOBUHHO: CHHH POCTYTh, BCTYNAIOTh 10 KOJICIDKY, MPALIOIOTh B
KaHMesIpii. Jouky BuacHO BUXOISATH 3aMiX, 1 11T OCTAHHSA MOJis CTIOHYKae Micic On-
MOH]I BJIALITYBAaTH BEYipKy, Ha sKy 3arpoureno Kerpin. Mopic TayHcenn npuniise
yBary IiBYMHI, K [Ie i MPUAHATO B cyciTbcTBI. [Ipobnema nomnsrae B Tomy, mo Ke-
TPIiH J)KMBE 32 IHIIMMH MOPIFHIMH NPUHLUIIAMH, aHDK JocBinuennit Mopic. Kerpin
BIpUTH Y YHCTI IOMHCIIH, B JIIOOOB, BOHA KEPYEThCS MOYYTTAMHU. be3yMoOBHO, BOHA €
POMaHTHYHOIO, BITKPHUTOIO JIBYMHOIO.

ABTOp poMaHy IMi3HIIIC 3aHYPIOE CBOKO IEPOTHIO B CBIT JIFOOOBHUX IIEPCIKMBAHD
i TOB'AI3aHMX 3 HAUMU CIIO/IiBaHb Ha MaiOyTHeE. Lle Ta x repoiHs, 3 TUMH X puUcaMu
XapakTepy, 10 1 Ha mo4arky pomany. Ase terep KeTpiH cyausocs npoiti uepes
BunpoOyBaHHi. CepenoBuIle, B IKOMY IepedyBae repoiHs, BUMarae Bi Hei BiImoBi-
JIATbHUX pillleHb 1 BYMHKIB. KeTpiH BcTynmia B aOCOJIIOTHO HOBHH, sK T 3/1aBasocs,
ImacuBHii Tepio xuTTs. Ane noktop Croymep Tak He BBaxkae. Moro He ayske XBu-
JIOKOTH TIOYYTTS JOYKH, BiH a0ae mpo ii macts, TOMy CTaBUTHCS «0e3 OY/Ib-IKOTO
JKaJII0 JI0 HEPBOBOIO CTaHy OimonamHoi». baThbko HE MPOTHCTOITH 3MIHAM Y YKUTTI
JIOHBKH, IPOTE MPOHUKIMBICTh Ta TOCTPHIl yM, 1o BiacTiei OcTiHy Croymepy, np u-
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MYIIYIOTh HOTO MicIst 3ycTpidi 3 MopicoM MigmaTH CyMHIiBaM HaMipW OCTaHHBOTO
(““...he is not a gentleman...He has not the soul of one. He is extremely insinuating;
but it’s a vulgar nature. ... He is a plausible coxcomb...”) [6]. SIk 6Gauumo, TOKTOP
Crnoynep He Oakae IUIMTH CBI Kamitan 3 IIykadeM OaraThx HapedyeHuX, HaBiTh
SIKIIO TOBEIETHCS MEPECTYIHUTH depe3 macTs 1o9ku. Ane KeTpiH He BIpUTh B JTIOICH-
Ky MUTCTB, NIACTYITHICTh, TOMY BOHA CyNEpEunTh OaThKOBI, BiICTOIOI0YH YSBHI ITe-
pesaru Tayncenna (““...He is kind, and generous, and true”, said poor Catherine...”)
[6].

IocTynoBo BinOyBalOTHCs 3MIHM B XapaKTepi Ta MOBEIHII TePOTHi, 0 CBij-
YUTH TIPO Jopocimanas KeTpiH i cTaHOBICHHS K TYXOBHO HE3AICKHOI 0COOUCTOCTI
(““...She felt in every way at present more free and more resolute; there was a force
that urged her...”) [6]. Hoktop Cnoymep cniomiBaeTbes, 0 B €BpOT, KyIH BiH ITIa-
Hye noBe3TH KerpiH, nouka 3a0yne Tayncenna. Kerpin sxe BIeBHeHa, 10 3yMie T1e-
pexonatn Oartbka. Croymep mmmpo Oakae MmACTs MIBUWHI, ajle KUTTEBHN TOCBIN HE
Jae ioMy 3MOTY TIOBIPHUTH JIFOJIHHI, SiKa pO3TpaTiiia OCTaHHI IPOLIi Ha CBOT MPUMXHU
(““...The fact that Morris Townsend was poor — was not of necessity against him; the
Doctor had never made up his mind that his daughter should marry a rich man. ... ifa
penniless swain who could give a good account of himself should enter the lists, he
should be judged quite upon his personal merits...”) [6]. Tlo cyri, moboBHa icTopis
nouku Croynepa i TayHcenaa npamatiaHO 00ipBeThesi. KeTpiH roTosa mitu mpoTu
BOJII OaThKa, HABAXXUTHCA HA JKEPTBY B iM'st M0OO0BI, ane Mopic TayHcenn po3dap o-
BaHWIA, MOXKIIMBICTh 30araTUTUCS PO3Tala, 5K 1 3arikaBiicHicTh B Kerpin. Ilacts re-
POTHI € MPUMapPHIM, BOHA MPOXOIUTH TSHKKUH IUITX PO34apyBaHb. Y PO3MOBI 3 Micic

3

Ienniven Ketpin 3a3nawae: “...I am braver than I was. You asked me if I had
changed; I have changed in that way. ... | have changed very much...” [6].

Ha mouarky pomaHy umTad 3HaiioMuThCsi 3 KeTpiH sik 3 HiBUMHONO, sKa €
yocoOieHHsM decHOT. Ko K I KiHEeIb KUTTS 0aThbKO 3BEPTAETHCS 10 HEl 3 Mpo-
XaHHSAM TICIA HOTO CMEpTi He BUXOIWUTH 3aMiK 3a TayHCeHIa, TO 3yCTpidae He-
croaiBany Bifciu (“...She had suffered from it then; and now all her experience, all
her acquired tranquility and rigidity, protested...”) [6]. He3BopymHicTh 1 cHOKiii
KeTpin — 1ie BUIUMICTB, CBOT'O POJAY MacKa, 3a KO0 BOHA XOBA€ KOJIMIIHINA OUIb, a
TaKO’X BIIACHUH OYHTApChKUI MyX. [ epoiHs uBE 3a 3aKOHAMH, IPUHHIATHMH B CyC-
MUTBCTBI, aJie P IIbOMY He JIOIyCKa€e BTPy4YaHHs B CBilf CBIT, a TUM Taye, Oy b-sIKe
HACWJILCTBO HaJl HUM. YCBIIOMIICHHsI ce0€ B HOBIH SIKOCTI — MY/IPOIO 1 IOCBIIUEHOIO
— nmemio 3MiHIOE ii moBeniHKy. [IpoTsirom pomany o6pa3 Kerpin ctae OuIbII MOCKO-
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HaJIFM, BC1 IIO3UTHUBHI KOCTI XapaKTepy repOiHi JOCATAIOTh CBOEI JOBEPIICHOCTI, a 3
KUTTEBUM JTOCBIOM 3'SIBJISIFOTHCS 1 IHII: BIICBHEHICTh, IUTICHICTD, BHYTPILIHS CBO-
6ona. be3yMOBHO, repOiHs 3BUTBHAETHCA Bif UTIO3iif CTOCOBHO HABKOJHMIIIHBOTO CYyC-
nibeTBa. [Ipo3piHHSA MPOXOIUTH OOJICHO 1 He O0e3 HacminkiB it Hei (“...From her
own point of view the great facts of her career were that Morris Townsend had trifled
with her affection, and that her father had broken its spring. Nothing could ever alter
these facts; they were always there, like her name, her age, her plain face. ... There
was something dead in her life, and her duty was to try and fill the void...”) [6]. Yac-
tire o6pa3 KeTpin cripuiiMaeTscsi sIK MPOTECTHUH, B HhOMY OauaTh CXOXKICTbh 3 iH-
M iepcoraxeM Jxetimca, [3abemnoro Apuep 3 pomany « Kinounit moptper». Ke-
Tpin Croymep, BUMEpeKadH MosBy [3a0emm Apuep, Oyia CBOrO poay «eCcKi3oM
1o ii moptpety» [4, 568]. OOnABi NIBYMHU TPOTUCTOSTH HECTIPUATIMBUM COIIIAIbHIM
obcraBrHaM. HiXTo 3 pinHUX Ta KOXaHUX 1M JIF0Jiel He MalOTh BJIaJN HaJ PIlICHHSIMHU
Kerpin Ta [3a6emmm, BHOOPOM iX JKUTTEBOTO MUTAXY, IKWH BOHW BU3HAYAIOTH JIJIS Ce-
Oe cami.

HlacTs, npo sike mpisia Kerpin, He 31ilicHUIIOCS, OUTbIIIE TOTO, BOHA 3p0O3YyMi-
JIa, M0 AOPOTi, OM3bKi i JIFOAM 30BCIM HE ineanpbHi. JiBUrHA HE MITMOPSTIKOBYETHCS
MOJIBIfHIA Mopayi BarmHrToHCHhKOT IUIOIN, a 3aJHIIAEThCS KOJHIIHBOW KeTpin
Crnoymnep — nmobpouecHoto it cBobogHOIO (“...A vague oppression had disappeared
from her life, and she enjoyed a sense of freedom...”) [6].

3aKIroYHuH eni30/1 3 « BalmMHrTOHCHKOT MI011», a came 0e3ciiaBHuil B3UT T a-
YHCEH/Ia B 3aTMIIHUN OyAMHOK Ha BammHITOH-CKBep, MOKaXe, SIK 3MIHWINCS Tepoi.
TayHceH] 3aNMIIMBCS TaKOIO JK HE3HAYHOIO Ta CaM03aKOXaHOIO JIIOMHOI0, BiH 00-
pakenuii xonoaHuM ToHOM Kerpin. Mic Croynep, HaBIaku, CIIOKiliHa, BPIBHOBaX e-
Ha 1 HecTioliBaHo Juisi Mopica BUIIIsiIa€ HE3HAHOMKOT0, TapHIIIIOI0, 10-HOBOMY He3a-
JISKHOHO [3].
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O. Kapnaymenko

CIOXKET TA MOT'O IIPOCTOPOBO-TEMITIOPAJIbHI MAPKEPH
Y HOBEJII E. TACKEJLJI «PO3IIOBIIb CTAPOI HIHbKW»

Enizaber I'ackemn (Gaskell, Elizabeth, 1810—-1865) — Bu3HauHMi MHTENb BIK-
TOpiaHCHKOI ermoxu. BoHa yBilIiUIa B iCTOPil0 aHTIIICHKOI JliTepaTypu K aBTOp P O-
MaHIB TIPO JOJIFO JKIHKH, SIKa HAMAaraeThCsl PO3IIMPUTH BJIACHI ITpaBa y CYCIIUIL CTBI.
Boxe 3a sxutrs [ackemn 3acimyxuiia BACOKY JIITEpaTypHY PeITyTALlo 3aBASKA BHIA-
HHUM COIIAJIbHUM poMaHaM, TakuM sk «Mepi bapron» (1848), «Pyds» (1853), «Ilis-
Hiu Ta [liBgensb» (1855), a Takox xymoxHiM Tekctam («Kpendopa», 1853), ne sick-
paBo BiITBOPIOBAIUCH MPOBiHILIHHI 3BMyai. [i mepy Hanexano Ginbine copoka omoBi-
JlaHb, Cepell SIKUX — UKJI roTHYHKX icTopil («KiHka y cipomy», «IcTopis ckBaiipay,
«3arn6ens 'pipdiriBy), a Takox Oiorpadis ii moapyru Hlapraorru Bp onre.

Hogena «Po3mnoBinb ctapoi Hauekn» (“The Old Nurse’s Story”) Oyna omy6uri-
koBaHa y 1852 p. ma mpoxanHs JlikkeHca AN P3ABSHOTO BHUIYCKY >KypHAlIy
"Household Words". Cnizom 3a THM B piBHHX NEPIOJUYHUX BUIAHHSX 3'SBHIMCS
IICTh HIIMX OTMOBimaHb ['ackemT — 3pa3KiB THUMOBUX BIKTOPIAHCHKHX ICTOPIH mpo
NpUBUB. JIOCTTHUKY HAarayroTh, IO OMOBiTaHHs «P03M0BiNb cTapoi HAHBKM» He-
3MIHHO BKJIIOYAIOTh JO aHTOJIOTiH ghost stories mopsi 3 TBopamu JlikkeHca,
B. Kousurinza, 111. JIe ®anto, M. Ponca [xeiimca. Came [likkeHcy, Ha TyMKY JOCTIiJI-
HUKIB, HAJIe)Kala IMPOBIIHA POJIb y NOMYIsipU3alii ciMeiiHoro unTanus y Pi3iBo. Bin
BIpHB Y Te, IO P3ABSHI HOMEPU HOTO JKypHAJIB CTaJX 3aCO00M BilpOKECHHS MU C-
TEITBa CIUIKYBaHHs 1 PO3MOBITaHHS icTOpiit [4].

E. BacumnpeBa, KOMEHTYIOUN KOMIIO3HIIHY OPTaHi3aIlif0o HOBENHM, BKA3ye, IO
ermi3oll, IKUi BiIkpuBae «Po3moBinb. ..», Halae TeaTpalbHOCTI MOISIM 1 TepOsIM TBO-
py [1]. CrapeHpka «BuxoBaTe/bKa» HE OJJHOTO MOKOJIHHSA POJIUHH, 3BEPHYBIIUCH 10
CITyXadiB-JliTell, BUCTYIIUTH Tepe]l HUMH Y JEKUTbKOX POJISIX: MaliCTEpHOTO PO3IOBi-

Jada Ta MepcoHaxa, KM NPOXOAUTH Yepe3 BUMPOOYBaHHS HECIIOAIBAHUMH 00CTa-

© Kapnaymenko O., 2018
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BUHAMH. J{OCTITHHI TAKOXK MIAKPECIIOE, 0 3ar0JIOBOK HOBENH CTHII30BAHO, 1 4H-
Tay po3yMie, 1Mo cama Ha3Ba «Po3moBigb CcTapoi HSIHBKW» MiTKa3ye Ka3KOBO-
(hoITEKIIOpHY HACTAHOBY aBTOPA, A€ PEATBHICTD 1 peajtii, MOKJINBO, ICHYIOTh Y (aHTa-
CTHYHOMY TI€PETBOPEHHI.

PosnoBigauka moBepTaeThCs Yy MUHYJIE, B POKH FOHOCTI, KOJH ii, NiBUUHY 3 Oi-
JTHO1, aie JOCTOWHOT POJIMHH, 3AIPOCHIIN Y CiM 10 IPUXIICHKOTO CBSIIEHUKA JTOTIS-
JaTH 32 MaJIEHbKOIO JIBYMHKOIO Ha iM’ s Po3amonn. Ectep, Tak 3ByTh MOJIOAY CITyXK-
HWUIIFO, IIIC HE 3HA€, 10 Yepe3 neskuit uac Po3aMoHT ocupoTie, 11 pimHi MLyTh 3 XKAT-
s, 1 OIiKyHH P03aMOH]1, BHKOHYIOYH OCTAHHIO BOJIIO MaTepi, OHYKH CypOBOTO JIOpAa
Hoprtymbepnenna, mepeBe3yts Ectep i Po3zamonn i3 KamOpii mo miBHOUI-cX0ny, Y
MA€ToK, Jie MpoKKuBatoTh i1 pinHi. E. ["ackemn y HeBennuKiil HOBeNi 3aIUIIAETHCS Bip-
HOTO c00i, BOHA €CKi3HO HAMITUTDH JApaMaTHIHI 00CTaBUHU KUTTI Matepi Posamonn:
HelaciiMBe KOXaHHs 10 Hei Ky3eHa Jiopjaa depHiBaia, HEpiBHUH MUTIO0 3 MPOBIH-
iHIM CcBAeHNKOM EcTyeiitom, cTpakgaHHs i mepemnyacHa cMepTs [3].

Ectep 3 PozamoHz BUMyIIIEHI HOKWHYTH CIIOPOYKHUINI 0aThbKIBCHKHH JIIM 1 BO-
CCHH BIANIPABUTHCS B IOPOTY, AKa IX MpUBEIe A0 BENMYE3HOTO OYANHKY, CTapOTro Ta
3amycTtinoro. [Toxmypuii 1iM npuxoBye Oarato TaeMHHMIIb, BiH 4yxuil 1t Ectep Ta
Pozamony, six i He3HaloMi iM HOTo MemikaHii, ropaosuta Mic depHiBaswt Ta ii Ko M-
nanbifonka Mmicic Ctapk. Ilin naxom ®epniBaymuiB *kuByTH ciyra gopaa Jxeime Ta
iioro apyxmuna JlopoTi. IM nomomararots Mosoni Arnecca i becci. Barato mo nuBye
Ectep B yximani sxutta OepHIBaLIB, OCOOIMBO YCTPii BEIMUE3HOT TEMHOI 3aiH, 10
SKOT CXOJSATBCS yCi KOPUAOPH, Tasnepel OyiBil, 10 Mae JBa KpHia — 3axiJHe Ta cXi-
IHE. Y 3aii TaKoK 3HaXOAWTHCA KaMiH, O CTiHI BOYZIOBaHO OpTaH, BIHYA€ BHCOKY
CTEITFO 3aJTi BayKKa OpoH30Ba Jroctpa [3].

Uepes nesikuii yac cTapi Jiedl 3BUKAOTh J10 rocteit, a Ectep 1 Po3amonn, 31aBa-
Jocsi 6, Bce OuIbIIe 3a0yBatoTh PO CBOE cUPIiTCTBO. [IpUX0UTH Mi3HS OCIHB, a 3 HEIO
XO0JIOJIM, HENOT0/1a, CYpOBI BITPH, CTPIMKO HAcTylae 3uma. ATMocdepa y Jomi 3Mi-
HIOeThCS. EcTep mounHae noiyd4aTuch 10 TaeMHHIB poauHu OepHiBamiis. Bona Bu-
MaJIKOBO OAYUTH MIOPTPETU MOJIOIUX, TPUBAOIMBUX cecTep DepHIBA/UTIB — MOJIOAIIOT
I'peiic Ta crapmoi Mox, mopTper sikoi 3aXOBaHWM 1 MOBEpHEHHUH A0 cTiHU. Ectep
TPHUBOKUTB 3BYYaHHS OpTaHy, 0CO0JMBO y HIYHMIT Yac. | Koy BOHa 3a/1a€ 3aruTaHHs
CBOIM ApY3sM, BOHH BIMOBUYIOThCA. [10TIM JIsiKar09i mOIii TOYHMHAIOTH HApPOCTATH,
SIK CHIroBHH koM. OJTHOTO pa3y Imiciist BiBiMyBaHHs [IepKOBHOI ciryx0u Ectep, mose-
PHYBILKCH 10 OYAMHKY, 3Haiine Po3aMoH/ 1o ciigaM, siki BOHA 3aJIMIINIIA HA CHITY.

JliBunHKa oxyskae i po3kake, IO 1MoOavmia 3a BIKHOM MaJIeHbKY JUTHHY 1 BUHIILIA,
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mo6 3irpitu ii. Ectep Oyne BimuyBaté cyMHIBH o0 ciiiB Po3amoH, ane Bigmycka-
TH Ti Bin cebe Outbie He Oyae. HecroaiBano y nepeapi3assinuii Beuip Ectep posrie-
JIUTH y BIKHO AIBYMHKY, sKa Oyne mpocutu npo gomomory. Hapemrri Ectep nisHaeTsh-
cs Tpo CcTpaxkaaHHs cectep DepHiBaLIB Ta TX HemacauBy noimo: Mox i I'pefic y
MHHYJIOMY BHIIJIO CTaTH CYIEPHHULIMA Y KOXaHHL. MoJIo/i1a 3paiuth CecTpy, 4epes3
JIB CIITKAE 4yepesa CMepTel, 1 HaCiIyBaTh CiM’ 10 3aIuIMThCs Jmiie Po3amon.

Tpareniss ®epHiBaLTB 3aBEpPIIUTLCS CTPANIHUMH, HEHMOBIDHUM TOIIMH: Y
MepIIHii IeHb HOBOTO POKY 3HOBY 3a3BYYHTh OpTaH, Y CX|THOMY KpHIIi joMa T0Y Y-
FOTBCS TOJIOCH, KPHKH, 3aMajla€ BOTOHB y KaMiHi, CBIT MPOJI’ €TBCA Y 3aJl, BEpi po3K-
PHIOTBCS, BCl MoOauarh KapTHHY 3JI04MHY: Jop PepHiBaiul Oe3KallicHO 00p yIInTh
HEHaBUCTh Ha JOYKY Ta ii autuHy. ['peiic DepHIBaUT HE 3MOKe BUHECTH MoOavYeHe 1
mine 3 xurTs [3].

Croxer HOBenM MoOYIOBaHO KYMYJIATHBHO, OJIHI MOl « HAHU3YIOTHCS HA 1H-
I11i, CTBOPIOIOYH e(DEeKT PYKOTIHCY, IO TIOCTIHHO PO3TOPTAETHCS. Xy JOXKHIA PO CTIp Y
HoBeli «Po3moBink cTapoi HIHBKI BIITBOPIOETHCS K 32 JOMOMOTOI0 3BUYHUX T€0T-
padiuHux peamiii (3raxyroThes Taki MicTa, sik Kapumaiin, Manuectep, cenmme [leiin,
Hoptymbepiienicbke rpadctBo, a Takoxx KemOepiieHachki ropu), Tak i JiTeparypHo-
YMOBHUX, JI¢ 00IrpyIOTHCS XPOHOTOITH PiTHOTO, UYKOTO, TAEMHHYIOTO JTOMiB. Bax-
JIMBOIO IIPUKMETOIO IIPOCTOPOBOT OpraHizallii HOBEHM € MPUCKIIIMBO BUITUCAHUH Jia-
OIpMHT BHYTPIIIHEOTO YCTPOIO MAaeTKy DepHIBAIIIIB, /1€ 3HAKOBOIO PUCOIO IIPOCTOP O-
BOTO TOJIUTY € i/1esl MEXi, sIKa IIePeIacThCsl Yepe3 CUMBOJIM BIKOH, JABEpe, 3aKPUTHX
YH BIIKPUTHX. TakoXK HEMOXKIMBO HE 3raJaTH PO NPOCTOPOBY NEPCIIEKTHBY XY 0-
JKHBOTO CBITY HOBeNM: 1iM DepHIBaLIB CTOITh y MiHDKOKI MaropOiB i rip, Ha sKi Ii-
JUAMAIOTBCSI TePOi M CIYCKAIOTHCS 3 HUX. Bisl KyIIliB rocTpoamcTa, cCuMBoJTy Pi3 11-
Ba, 3HaX0sTh Po3aMoH[, a B MUHYJIOMY Mo Ta 11 104KYy.

lackemt yBaXXHO CTaBHUTBLCS JI0 NPUIOMIB, IO MEpPeIalOTh IUIMH Yacy. ABTOp
HOBENM TOYHO (hiKCye BIK MEPCOHAXKIB: BICIMHAIIATh POKIB BUMIOBHIOETHCS Ectep,
KoJii BoHa notparuiste 1o Hoprym6Oeprienna. Mic depHiBa1 JOCUTh JOBIO )KHUBE Ha
CBITI, 1/ y’ke BiciMzecsT, a Po3aMoHa — JuIIIe 90TUPH-TT’ ITh POKIB. Ase OUTHIII 32 BCe
l"acket MiKaBUTHCS CIMBOJIIKOIO KAICHIAPHOTO Yacy, PUTMIB OceHi, 3umu, Pi3nBa,
HapOJKEHHSA HOBOTO POKY. BoHa Tako (pikCye MOMEHTH Iepexoay JHS B HIY i, Ha-
BIIaKH, HOYi B JICHb.

Bzarani y TBOpi BCi BayJIMBI MO BiOYBatOThCs MO 3aKIHUEHH1 SIKOTOCH Bijl-

pi3ka gacy. Iloiznaka Ectep Ta Po3amonn no HoptymbGepnenay mpumnanarots Ha Ki-
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HElb THKHS, HEJUTIO, MICHsS MOJyIHs, TOOTO OJMKYe 1O Be4opa, KOJIU MOYHHAI0Th
BinOyBarucs auBHI peui. Taki yacoBi pamMkH, BUOpaHi aBTOPOM, MOXKYTh OyTH CBO€-
PITHAM TCUXOJIOTIYHIM NpUHOMOM. JIFOUHI BIACTUBO PO3YMITH KiHEIb JHS, MiC -
151, POKY SIK 3aKIHYEHHS TPY/HOIIIB i TOYaTOK YOTOCh HOBOTO Ta cBiToro. Ectep Ta
Posamonz He TiTbKH TOOaYaTh 3aBEPIICHHS TPAridHOI iCTOPil HEMOPO3YMIHb Y PO TH-
Hi @epHiBaLIB, a I 3a10YaTKyIOTh IHIIY — HOBY, FapMOHIlHY, /1€ € Miclie JItoOOoBi i
no6py.
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O. €. Kozairina, B. A. JIebenena

TEMATHMKA TA IIPOBJIEMATUKA MOE3II SIH JISAHS HA MATEPIAJII
3BIPKU «INICTHAAUATHUPSAKOBI BIPIII»

Au JlaHp € ogHUM 3 HAaHOUTHII BU3HAHWX KUTAHCHKHUX MOETIB HAIIOTO Yacy,
MPOTATOM JIEKUIBKOX POKIB PO3IVISAABCS SIK OJWMH 3 HAWBIPOTIMHINNX KUTAHCHKUX
kanauarie Ha HoOemBebKy npeMito 3 Jiteparypu. Toxk He MOke He BUAaBaTUCS J1HU-
BHHM, YOMY # stoci TBOpuUicTh SIH JIsiHA € Tak Majio JOCIIIKEHOIO Y 3aX)/THOMY JIiTe-
paTypO3HABCTRBI 1 0COOJIMBO Y JIITEpaTypO3HABCTBI YKpaiHChbKOMY. [leTtabHe mocii-
JOKCHHS TBOPYOCTI IIBOTO TTOETA JacTh 3MOTY Kpalle 3p03YMITH 3araibHi TSHICHIIIl
PO3BUTKY KHUTaHCBKOT Jiiteparypu KiHIE XX CT., @ TAKOXK 03HAHOMUTB JIITepaTypHY
CIIUTPHOTY 13 TOPOOKOM BUAATHOTO KHTAHCHKOTO MHUTIL, IO MTOE€THAB Y CBOIHM TBO -
4OoCTi 3aXiTHI Ta CXITHI TPaaNIi BIpIIyBaHHSI.

Merta HaNIOTO TOCIIMIKEHHS TIOJIATAE B TOMY, 00 3MIHCHUTH aHAI3 IPoOIeM 1
TeM, M0 PO3TJSIHYB aBTOp y CBOIN 30ipmi moe3iit «lIlicTHaasTHpsAKOBI BipIy»
(«1T75471%F»). Peanizania noctapienoi MeTH nepei6auac BUKOHAHHS TaKUX 3aBJaHb:

1) ockinbku S1H JIfHE € OMHUM 13 HAMBHIATHINMX MPEACTAaBHUKIB TEUil «TYMaHHOI
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moesii» Ta moe3il «IOIIyKy KOpPIiHHS» y KHTAWCHKill Jiteparypi, mepmr 3a Bce Heo O-
XiTHO 3’sICYBaTH NPUYMHE BUHUKHEHHS 11i€T Tedii a TakoX 3arajbHi HaliXapakTepHili
TEeMH Ta MPOOJIEMH, 0 X PO3TIHIIAIN «TYMaHHI OETH»; 2) Ha MPUKIAA1 BipIIiB 30 i-
pku «IllicTHAAIATAPSAKOBI BIPIIDY JOCITITUTH TPOOJIEMHO-TEMAaTHYHI 0COOIMBOCTI
moesii Au JIsaua. O6’exToM nocmimkenHs € 30ipka moesiit An Jlaasa «ictHanusaTu-
psiakosi Bipm». [IpenmeroM nocmipkeHHS € MPOOJIEMHO-TEMaTHYHE PI3HOMAHITTS
noesiii 30ipku «IllicTHAIUATUPSIIKOBI BipII» B KOHTEKCTI KUTAWCHKOT «TyMaHHOT
noesii» Ta noesii «IouIyKy KOpiHHS.

Jist JOCATHEHHST METH JOCIIIKEHHsI TIepIll 332 BCE XOTUTH O J1aTi BU3HAa4YeHHS
TaKUM SIBUIIAM KHTAWCHKOI JHTEpaTypH, SK «TyMaHHA ITOE3isH» Ta MOE3is «IOIIyKY
KOPIHHS», @ TaKO)K 3BEPHYTH yBary Ha iCTOPUKO-KYJIbTYPHI EPEAYMOBH iX MOSBU.
OO6uzBa mi SBUIA BUHUKIM i BIUIMBOM 0aratb0X YWHHHUKIB. OTHUM 3 TMEpPIIAX
Maibke BCi IOCHITHUKY Ha3nuBaroTh cMepTh Mao J[3enyna y 1976 p., i BiqnosinHo, Ki-
Heb «KynpTypHoi pesosmtowiiy (Fo7= B AL K E@p). Sk 6ynt npoTu nirepatypu
COIIAICTUYHOTO peani3My, «TyMaHHa M0e31s1», a TaKoXK M0e3is «IMOUTyKy KOPIHHSD»
CTaJli CIPABXKHIM BIIKPUTTSAM JJIsI KUTAUCHKOI JiTepatypu KiHI 70-X Ta 80-X pOKiB
XX cT.

ButhIicTh AOCHIMHUKIB BBaXKAE, 110 HA (OPMyBaHHS «TYMaHHOT Moe3ii» 3Hau-
HO BIUIMHYJIA Jliteparypa 3axiqHoro MoJepHi3My. «BinmnosinHoro ¢gopmoro cras Bi-
JBHUH BIPII 13 3alI03MYEHUMH Ha 3aX0/1i, a Mi3Hillle — XapaKTepHUMHU pUCaMHU KHTaMi-
cbkoi moesii XX CT.: IPUHIMITOM TIOUTY BIipIIiB Ha PSIAKHU, BIICYTHICTIO PUMH, TOBi-
JIbHOO KUIBKICTIO I€POTITI(IB y PSAKY Ta cTpodiaHo0 mo0ymosoto» [4, 186]. IHmor
XapaKTePHOIO 0COOIMBICTIO TBOPIB « TYMAaHHOT TO€3ii» CTal0 3aroCTpeHHsI yBaru mo-
eTiB 710 J10J1i Okpemoi JronuHu. HoBY MOe3iro IIKaBIsI T JTFOIUHA 1 TpHpoaa K (ito-
co(chKi KaTeropii, ix cmiBicHyBaHHS Ta B3aeMoist [3, 241], mo 10 meBHOI MipH cTa-
JIO peaKIli€l0 Ha JOBrOTPHUBAIE MPHYIIEHHST 0COOHUCTOCTI, 3HEBAry 110 XYIOKHBOT
CTOPOHH 10e3ii, 3He0COOJIEHHs Tepos, aBTOpa, YNTa4a, Ha TBOpHU-TpadaperH nomepe-
nmHIX pokiB [4, 187]. [loka30BUM CTaB TaKOX 1 3aHCMATHUIILKAN TyX BIPIIB, JETpe-
CUBHHI HACTpiil TBOPIB, LIO IOSICHIOETHCS PO3YAPYBAHHAM IIOCTIB y Cy4acHOMY M
CBITI Ta BTPATOIO BIpH y MallOyTHE. « BIBUTHOIO KapTKOI0» «TYMAaHHHUX ITOETIB» cTala
MICTHYHA CHMBOJIIYHICTh, «ITOABIAHICTEY» Ta Oararo3HauvHICTh IXHIX TBOpIB. Jlo meB-
HOI MipH 11e 0y7I0 3yMOBJIEHO THM, IO i Yac 3apOJKCHHS TeUii TOMIHYIOYIM CTH-
neM y mucrtenTBi Kutaro 3amuinaBcsi COLIaNICTUYHMN peali3M, a OT)KE TOBOPHTH

MPSMO MPO CBOT IYMKH Ta OYYTTs HOETH He MOTJIM. He € AMBHUM, 110 «TyMaHHA I10-
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e3is» BUKJIMKANA JTOBOJI Oarato HEraTHBHOT KPUTHKH Ha CBOIO aapecy, 0coOIMBO ce-
pel TOeTiB CTapIIoro IOKOJIHHS, 1 Mepll 3a Bce — Yepe3 SICKPaBO BHPaXKSHHI
HIUBITYATICTHYHAIN Ta 3aHETaJHUIBKUH TyX BIpIIIiB.

[Noe3is «mouTyKy KOpiHHSI», Y CBOIO 4epTy, TeX c(hopMyBaiacs B MepIIiil Mo-
noBuHi 80-x pokiB XX cT. K iHIIa GopMa BIIHIOBiAI HA CTPAXITTI «KYJIBTYPHOI pe-
Boufontiiy. [lpexcraBHuky wmiei Tedil, po3yMmilouH, B SIKOMY IIOJIOHI HEBIrJlacTBa Ta
HE3HaHHsI ONMHUJIOCS KUTAMChKe CYCHUILCTBO, BUCTYIWIM 3 IHIIATHBOIO IOILIYKY
KyJbTYPHOTO KOPIHHSDY, a0W «BITHAUTH XXUTTEBHUI 0a3¥C HAIIil B TIMOWHI HAIlIOHA b-
HOT KyibTypm» [5, 134-135]. BinnpaBHoto TOYKOI0, BUXITHUM CTPYKTYPHHUM KOMIIO-
HEHTOM CTa€ HaIiOHATHHUN Mi(), TOTHIIIE, TEPEOCMUCICHHS KITACHIHNX KUTAHCHKAX
migiB. [loernka HampsiMy chopmyBaiacsi TOJOBHMM YHHOM Il BIUIMBOM TBOPIB
«MAarigHOTO peanidBMy», M0 OyiW MepekiafcH] Ha KUTAHChKY Ta CTallM JIOCTYITHIMA
JUTSl IIMPOKOTO 3arajty, 0Co0JIMBE BpaKeHHs Ha OPMYyBaHHS IIKOJIM CIIpaBuB TBIp .
Mapxkeca «CTo pOKiB CAMOTHOCTD.

ButbiicTs mocainaukiB TBopuocTi SAu Jlsus (sx, Hanpukian, O. Tyrymnosa, E.
Mopin, K. BpyHo) xapakTepu3yroTh HOTO sIK MpencTaBHUKA 000X Teuild. Y mpoieci
JIOCIIIPKEHHS] MU TIpOaHaIi3yBallk Taki TBopu 30ipku «lLlicTHanusaTHPSIAKOBI BIpIII»,
ax «Jlonnom» (8F), «Hiu y sexi» (BRI —]&), «/lunactis Min» (BBX) ta
«Xpam Jlyaxya» (H3F).

«Jlouzon» (1) Ta «Hiu y Besxin (BH I —) € sckpaBuMu 3pasKamMu «Ty-
MaHHOT moe3ii». [IpoBinHUMH 1711 000X BIPIINB € MOTHBA CaMOTHOCTI, TCMHOTHU Ta
6e3Buxomi. Tak, gepe3 yBech Bipml «JIOHZOH» YEPBOHOIO JHIEIO TPOXOJAUTH MOTHB
CMepTi, 0 3HAXOAUTH BUPAKEHHs y oOpazax mepuis (JEF&), moxopon (X ZERAH),
camoi cmepti (FETC), usunTapio (Ei#h). Trip nobymosano Ha Meradopax i aHTUTE-
3ax, II0 CTBOPIOIOTH I'POTECKHO-TPAriyHe BpaKEHHS Bl NpouuTanHa. TakuMu aHTH-
Te3amu € BecHa (&) — CBiTIa, pajicHa TOpa POKy, CHMMBOJ HOBOTO JKMTTS, IO
«TpuiiHANa MepernoBHeHy 3eneHb Meplip» (FER T FEE UML), o6pas ksiris
(8 3%) nportucTapnseThcs YOpPHHUM MOXopoHHMM mpoueciam (BHVEZERAME). V

TEKCTI 4aCcTO BUKOPHUCTOBYIOThCS 00pa3u, TpaauLiiHi [yt bpuranii, oxHak 3aBxan —
13 HeraTMBHUM 3a0apBiieHHsIM. Takumu oOpasamy € KJIacu4Hi «4epBOHi TeneoHHi

oynku min jomem» (RAPLEKEBIES), uepsoHO-KOpUUHEBAa MiHA TMHBA
(ESHE AR B IBIR), obxnamuaka 3 osunay (52 EH), mo HiGH 3acTHIac aBTOPOBI

BIKHO.

113



«EHI—T&» — Bipm omopy, BipUI-BUKIMK CEpENOBHUILy, TOMOHO 10
«Binnosini» beii [ao. Sk i Bipi «Jlongony, «Hid y Bexi» N04YHMHAETHCS 3 aHTUTE3U
MDK THMOIO Ta CBITJIOM — OJHHUM i3 HailXapaKTEPHIIMX MOTUBIB «TYMaHHOI IOE3ii».
L niu (7R), us Tempssa (BAF) g GiIbIIOCTi «TyMaHHHX MOETIBY 3a3BHUAil yOCco 6-
JIOBaJIa YacH «KYyJbTYPHOI PEBOJIFOLI» Ta OCTAHHI POKH MpaBiiHHA Mao, CBiTKaMu
kX Oysu cami noeru. Takuid peUM 1 Taka MoJiThka OyJn BCiM 3HAHOMUMM, 3B Y-
HHMH, TOX He JHBHO, [II0 ThMa CTalla TUM, LI0 LIYKaJId Cy4acHUKH oeTiB. BoHa «Bce
e notpionay (F BAMAY) nns moneit, abu BOHU YCBITOMITIOBANH, TIO TaK POY-
BXKYBATHCS HE MOXE, 1 3aBISKM 3MiHAM, IO CTaJIX BimOyBaTuCs y JepiKaBi, B HUX
3'IBMIIACS HAJlis 3HAHTH «CBIIO» — HOTO «IIpOMeHi», «JIixTapy» 4 «BikHo» (B 7).
[HIIIMIM MOTHBOM TBOpY € 4ac, 110 He pyXaeTbesi. BiH cTOiTh, 00 HIYOTO HE 3MIHIOBa-
nocst y Kutai 3a poku «I0XMypoOro JiecsiTupiadsy, MpuHaiMHi, Ha kparie. Lle nep e-
JaeThcs uepe3 obpa3 «ipiKaBoi roiku coHsuHOTOo roauHHuKay ( H &G E) 1a
TBEP/UKEHHS, 10 «dacy He Mae» (CRFBYE]). Cuitbaumu o6pasamu, wo 3ycTpida-
10Thest 1y Bipii «Jlonmony, 1y «Houiy Bexi», €, OKpiM «4opHOT HOYD», 00pa3u nra-
xa () ta 6oxepinma ().

V tBOpi «Jlunactis Min» (BAX) 06pasu «TymanHoi moesii» opraniuso moe -
HaHi 13 00pa3amMu «iIiTepaTypy HONIyKy KopiHH». [IpoBinHMi MOTHB Bipa — OJIi3b-
KICTh 4YaciB «CBiTiol auHacTii Min» 1m0 peaniii Kutaro nepiony «KyabTypHOT peBo-
motiiy. Munyne, Hiou «Tam», «3a Mmoctom» (HrBRIA KB &), npote nacnpasni
«Toit 6ik Mocty kono Hacy (HFBARILEFEATIXA), «npusnan nocunaroTs cydacue
smanasy  (RBRMHIEMN FHR). JIunactis Min miiicho npasuma Kutaem Tpu
cromitta — 3 cepenuan X1V cT. o cepenuny XVII ct. 3a ciguenasm M. Kpagijo-
BO1, BOHA BXKE€ B IEPIIi JECSITUIITTS CBOTO iICHYBaHHSI CIIpOMOTJIacs CTa0LIi3yBaTu
BHYTPIIIHHOIIOJITUYHY Ta €KOHOMIUHY CHUTYaIlif0 Y KpaiHi i BITHOBUTH KOJIMILHIK
MbkHapoaHui aBroputer Kurato [1, 79]. OnHak HanpHKIHII MIPABIIHHS «CBITJION
JIUHACTIl yCKIAIHWIMCS BiTHOCHHU MDK Kutaem Ta xpaimamu 3axonmy, y 20-x pp.
XVII cT. moynHanMMcs BilfHU Ta MMOBCTaHHS MpoTH Biaau MiHiB [2, 88]. e mpusBemno
JI0 TOTO, IO OCTaHHIA iMmeparop auHacTii UyHU€keHp HakiaB Ha ceOe PyKH, IO-
BICHBIIIMCH Ha JIEPEBi B IMIEpaTOpchKOMY Cajy, a Biana Haj Kutaem KiHelb KiHIEM
JicTanacs MaHWKypaMm. Sk 1 11 0CTaHHBOTO iMIiepaTopa UyHWKeHs, CBiKa 3aHea-
Iy JEKOJW BENHMKOi JIep)KaBH, CMEPTh i1 0araThbOX MHTIIB MaoicTchkoro Kwuraro
cTaja croco0oM BUPIIICHHS IPOOIIEMH, TIOA0JIaHHS CTPAXITTS pealbHOTO0, Cy4acHOTO
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JKHUTTS, a «HA KOXHOMY pO3l BYyIHI[ OJUHOKO BHCUTH IMIIEPATOP»
(BNEALNBEREBES) - 10ii, XT0 He 3MIr MpucTOCyBaTHCs. ONHAK «Typ-
Ha JIMHACTIS» BCE-TAaKM «3aCMOKOiNacs» — Yacu MpaBiiHHS Mao 3aKiHIuiIucs, i
HacTynae npoOymkenns. LlikaBoro € antutesa asropa « BASTEREAL» — daxtuuno,
«CBITJIa TUHACTISI B TeMpsiB». Y it moesii, sk 1y «Jlormoni» Ta «Houi y Bexi» Ha-

ABHI 06pa3y cTanocTi Ta acy — «6e3 pyxy» (A 3l), «iixrap ocpirmoe 6poainHs gacy

na roanunnky» (B&KT BRILESEE A #R).

TaxuM 9rHOM, OCHOBHI TPOOJIEMH, IO iX MOPYIITYBaB aBTOP, CIIBBITHOCATHCS
3 3araJbHOI0 NPOOJIEMATHKOI «TYMaHHOI MOe3ii» Ta JIiTepaTypu «IOLIyKy KOpiH-
Hsi». Lle — BimoOpaxkeHHs 6e3paiicHOT AiliCHOCTI ToCcT-MaoicTchkoro Kutato, BUKopu-
CTaHHs HESCHHUX, PO3MUTUX CHMBOJIB Ta 00pa3iB, akIEHT Ha JIIOJMHI K Ha OKpEMii
IHAMBITYaIbHOCTI, 3BepHEHHs 10 (inocodii adcypay Ta 10 KIACHYHHUX ICTOPUIHUX
Ta Mi(OJOTTIHIX 00pa3iB K 3ac00y 300paKeHHS CYydacHOTO CYCIUIbCTBA.
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CEMAHTHKA 3ATJIABUSI CTUXOTBOPEHUA
APCEHUS TAPKOBCKOTI'O «BABOYKA B 'OCIIUTAJIBHOM CAY»

CruxotBopenne «babodka B TOCITUTAIEHOM caay» ObuTo Hamucano B 1945. B
nekadbpe 1943 rosna mosT GBI paHeH pa3pbIBHON Myiiell B HOTY. B ppoHTOBBIX ycio-
BUSX, TIPAKTUYECKU 0€3 HapKo3a, OH MEePEKMIT CEMb CIIOKHEHIINX OTepanuii, mocie

4ero BpadyaM yaajloCb OCTAaHOBUTH T;[)Kenef/imylo (I)OpMy TaHT'pPCHBI U CIIACTH KU3Hb
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Apcennto TapKOBCKOMY, HO JIJIS TOT'0 MM HPHIIIOCH aMIIyTHPOBATh €My JIEBYIO HO-
ry. babouka, koTopas 3ajerena B caji BOGHHOI'O TOCITUTANISI, 11l pAHEHBIX U CTpajia-
FOLLMX JIFOJEH KaKeTCs 4ylOM, CKa3KOM, IBETHBIM cHOM. Ho a1t repos 31o He mp o-
CTO YyJ0 ¥ COH, HE TIPOCTO YKpallleHHe IIPUPOIHOTO MUPA, JIJII HETO 3TO CHMBOJI —
CHMBOJI CKOPOTEUHOCTH KU3HU, BeIh 0a00YKHN )KUBYT MEHBIIIE TOa, & HEKOTOPBIC 13
HHX BCEro HECKOJIbKO JTHEH MM JJaKe 4acoB.

CumBoa 6a00YKH B MUPOBO#! KyJIbType MHOTO3HaueH. PUMIIsIHE cunTanu, 4to
6aboukn CTIOCOOHBI MpPEAOTBpAIaTh BOWHY, M YTO Kaxas 0abouka — 3TO jaymia
yYMepIIero 4yejoBeka. Y SIMOHIEB — 3TO CHMBOJI KEHIIMHBI, Y TPEKOB — CUMBOJI Oec-
CMepTHS AyIIHA. B XpUCTHAHCKOW TPAAUIINI CTAANN PA3BUTH 0a00UYKH OJUIIETBOP SI-
0T JKU3Hb (SIpKasi TyCEHUIIA), CMEPTh (TeMHast KyKOJIKa) U BO3POKICHHUE (CBOOOTHBIMH
noriet aymm) [2, 35]. B mo33un Apcenns TapkoBckoroo6pas 6abodku BCTpedaeTcs
He pas. [ToaT cpaBHMBaeT 6abOYKyY C UEIOBEYECKOH CMEPTHIO, TO C JYIIOH, MPEICKa-
3BIBAIOIICH CMEpPTh M AYIIONW ymepIiero («S mpoimarochk co BceM, 4eMKOTAa-TO 5
ObL1...», «Tenen, Opuon, bonpmoii mec», « CKOJIBKO JIMCTBEI HAMEI0Y, « MOTBLICKY,
«babouku X0X0UuyT Kak Oe3yMHBIC...» U JIp.).

3ariaBue Kak CHIbHAs MO3UIMS TEKCTa oOpalaer Ha ce0st BHUMaHue, TeM 00-
Jiee, KOTJia 3TO KacaeTcs JIMPUYEeCKOTO CTUXOTBOPEHHSI, TJIe 3arjilaBue He 00s13aTeib-
HO. [To3T HaMepeHHO BEIHOCHT B 3ar0JIOBOK HE TOJBKO 0a00UYKy Kak 00BEKT, HO U
JIOKYC, TEM CaMbIM pacmpsis cepy JIMPUIECKOTO ITOBECTBOBAHMUsL. MHOTI0O3HAYHBIN
00pa3 6a00vKH, TPOYUTHIBAEMBII ITOATOM KaK CHMBOJI, HAMIOJHIETCS HOBBIMU CMBIC-
JIaMH, KOTJa Pedb MJET O KOHKPETHOM MECTE, CBSI3aHHOM C KOHKPETHBIM BPEMEHEM.

B ctuxotBopennn TapKOBCKOT0 MOTBIIEK MAaTEpUAILHO JBOMCTBEHEH: M3 me-
Hu 6 ceem nepenemas, / Ona cama u mens u céem, /I'ne poannach oHa Takast, /[loutn
ymmeHHas npumer? [3, 132].

babouka He TOJIILKO MOKET OBITh MKy ABYMSI MUPaMH: MEK/y MUPOM CBETa
HMHUPOM TCHU, HO OHa CaMa ABJIACTCA COCIAUMHCHUEM OTHUX ABYX MUPOB. TlooT HE
BCTpeUall Takux 0ab0dYeKk Ha pOIMHE, U OH JeNaeT BRIBOJ, YTO OHA IprIieTena ¢ Bo-
ctoka: I 0e poounace ona makas, /[loumu nuwennas npumem? /Ona nemaem, npuce-
oas, /Ona, donxcro 6vimos, uz Kumas, /30ece na nee noxoxcux nem... [3, 132]. dis
KHATaWIeB 0abouka — 3T0 cCUMBOJI OeccmepTus. B mo33mu TapkoBckoro Tema Oec-
CMEpTHS AYIIH SABISETCS OTHON M3 BeIynmx TeM (« S Tak JaBHO poAmiCcs...», «3eme-
HBIE POIIH, 3€JICHBIC POLIN...», «S yduics TpaBe, pacKpbIBasi TETpamb...», «/lepeBo
Kanunbry, «Moruia nostay, «Ilocpeanne mupa» u 1p.)
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B npowussenennu 6adbovka paHTOMHA, OHA TPUYYUIUBOE siBIeHue. Kpbuiaroe
CYIIECTBO COCIUHSCT [1Ba IIACTa BPEMEHHU: MIPOIINIOE U HACTOSIIIIEE:

30ecv Ha nee noxoorcux nem, /Ona uz mex 3aovimuix em, /I 0e kanis manras
nazopu / Kax mope cunee 6o 63ope...[3, 133].

B cnenyromem katpene 0abodka HamenmseTcs aHTPOMOMOP(HBIMH depTamu,
Terepb OHa He 00BEKT, a CyOBeKT AehcTBus: Ona Kasnemcs. Hasceeoa! - /He Oep-
arcum cnoga Huxo2oa, /Ona edsa 0o 08yx cuumaem, /He nonumaem nuuezo, /M3 yenoi
azoyku yumaem //fge enacuwix oykevl - A u O [3, 133]. IlosT HamenseT ee YepTaMu
HEJIOTUYHOCTH, JIETKOMBICJICHHOCTH, BO3IYIITHOTO OTHOIICHHUS K KH3HH, JIETKOCTH.

Babovka BEBIHOCHUTCS B 3arjiaBHe CTUXOTBOPEHHUS, @ B CAMOM TEKCTE MOSIBIISIETCS
TOJILKO B TPEThEH YacTH. ABTOP HAACISICT €€ HIMEHEM COOCTBEHHBIM, HO HC Ha3bIBa-
eT ero. DTUM OH IMOJYEPKHUBACT, YTO 0abouka JIMIICHA MMEHH, OHA HE TIOBIACTHA
JKECTKOW KOHBEHIIMH, €€ UMSI HEBO3MOXHO BBIPa3UTh «3E€MHBIMUY cllioBamH [2, 37].
OnHaKo ee UMs IPEICTABICHO KaK MPEAMET 00pa3sHOCTH — PUCYHOK: A ums 6ab6ouku
- pucyHok, /Henvsa npousnecmu ezo... [3, 133]. Cunraercs, 9To y Kaxa0ro Buaa Oa-
6ouek 0coObIit y30p. Ho cyiecTByeT MHEHHE, YTO JaXKe BHYTPU BHJIA Y KaXI0H O a-
0OYKH CBOI HETOBTOPHUMEII pUCYHOK. OH MOKET OTIIMYATHCST BCETO JIUIIH OJTHUAM 3 a-
BUTKOM; HAUTH Pa3JIMu¥si HETIOABIACTHO YeIOBEeUeCKOMY 3peHuto. IMEHHO 3To U Je-
JIaeT KaK1yio 0ab0uYKy YHUKAILHOU, KaK U YeJOBEKA JeNIaeT YHUKAIbHBIM €ro UMsl.
YenoBek, B3IVISTHYB Ha HEE, BUIUT B HEH OTPaKECHHE TOTO, YTO €My JOPOro U Hanbo-
nee 3Ha4uMo. OH UIIET B Hel OTPaKeHHE CBOET'0 HACTPOCHHUS, CBOETO OTHOIICHUS K
»)u3HU. babouka — 3epkaio, oTpaxaroliee Ku3Hb. B CIEIYIONMX CTpOKax MO3T UC-
noJb3yer Meragopudeckoe cpaBHenue: M s ueeo eil Obimsb 6 noxoe? /Ona kax sep-
xanvye npocmoe [3, 133].

babouka cTaHOBUTCS [Is TePOSI CHMBOJIOM, COSTUHSIIOIINM Pa3JIMuHbIE BPEM e-
Ha U rpoctpadcTsa. M oH He mpocTo oOparaercst kK 6a0ouke, a NPUOIMIKAET ee K ¢ e-
Oe, cBsA3BIBACT ceOs C HEH, MOTUHMHSACTCS Ci, IPOCUT HEe yietaTh: [looxcanyiicma, He
yaematt, /O eocnodca mos, 6 Kumaii! He naoo, ne uwu Kumas, /H3 menu 6 ceem ne-
penemas [31, c. 133]. JIump B mOCIeIHUX CTPOKAX CUMBOJI PACKPBIBAET KYJIbTYPHBII
oO1euenoBedeckuil acriekT: 6abouka — 3to ayma: /Jywa, 3auem mebe Kumaii? /O
eocnodca most yeemuas, /Iloxcanyiicma, ne ynemau! [3, 133].

[epBast u mocyenHsIsl CTPOKA B 3TOM YaCTH CTUXOTBOPEHUSATIOBTOPSIFOTCS, YTO
3BYYHT YK€ HE MPOCTO KaK MPOCKh0a, a Kak MoJb0a. Apcernii TapKOBCKUIA pacckas bI-
BaJl O TOM, 4TO, HAXO/SACh B IOCIUTAJIE, IEPEKUIT KIMHUYECKYIO cMepTh. Bo Bpems

onepanr ayla «BBIBETPUIIACH KaK JIAaMIIO4YKa, B3JICTCIa HAJA TCJIOM U IMOTOM, CO
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CTpaIIHO¥ HEOXOTOH, BepHyNach W BBUHTINIACH oOpaTHO» [2]. Babouka, o KoTopoit
MHUILIET TOAT, cTajJa HAIOMUHAHUEM O MEPEeXUTOM. DTOT K€ CIOKET alIerOpUuecKu
IpencTaBlieH B CTUXOTBOpeHnH «IloseBoit roctmranby»: Cmon nosepuyau x ceemy. /A
nedxcan Buus eonoeou, kak maco Ha eecax, /[yuia mos na Humke Koromunacy, /M eu-
den 51 cebst co cmopoHw ... [3, 287].

3arnaBue «babouka B TOCIIMTAIBHOM Ca/ly» COOOIIAET YUTATENIO O TOMOCE,T.€.
MPOCTPAHCTBE, B KOTOPOM IPOUCXOIAT cOObITUS. [IpocTpaHCTBO 0TOOpaKEHO JIMIIIL
B Ha3BaHWU CTHXOTBOPEHMS, HO oOpamiasich K OnorpaduuecKiM JTaHHBIM U3 JKU3HH
Apcenust TapKOBCKOTO MBI pEKOHCTpYHpyeM ero. OJJHaKo He 3Ta 4acTh 3arylaBus sB-
JsieTcsl TJIaBHOM. ['ocnuTanbHbINA caj — 3TO peMa, KOTopasi pacKpbIBaeT MECTO AEH-
CTBHS U [T0TYEPKUBACT JOKYMEHTAIbHOCTh H3JI0)KEHHBIX COOBITHI. CMBICII OCHOBHO-
T'0 TeKCTa IMepeacT U MPOCTPAHCTBO, K O0BEKT AeHCTBIA — 0abouka. Uepes onHy cH-
Tyallnro, BEIHECEHHYIO B 3arjiaBue — 0abouka, 3ajeTeBIasi B TOCIUTAIbHBIN cajl — aB-
TOp THepenaeT BeCh CUTYaTUBHBIM Psii OCHOBHOTO TEKCTA, Pa3MBIIUICHNUS, SIMOIINH,
yyBcTBa. VIMeHHO 6abo4ka pacKphIBacT TeMy ITPOU3BEAEHHS, HO Kak 00pa3-CHMBOJI,
OOBIYHAST CUTYalUst U CO3epLaHue MopXaromel 6ad0UYKNHATIOIHAIOTCS CUMBOJINY €-
CKUM COJIepKaHHeM. 3arjlaBue MpU3BaHO MPUBJICYb BHIMAHNE YUTATeNs K KIIOYEBO-
My CIOKETy CTUXOTBOPEHHS, HO TOJBKO B KOHTEKCTE MPOU3BEICHUS PACKPBIBACTCS
CHUMBOJIMKA 3aryiaBHOTO 00paza. Harmmcannoe B 1945 rony ctuxorBopenue, B KOTO-
POM HET SIBHBIX IIPUMET BOWHBI (KpOME MeCTa JICHCTBUS — cajl TOCIIUTANIS ), OTChLIAeT
YUTaTENs B TOT MUP YYBCTB, KOTOPbIN UCTIBITBIBAET BBIKUBILIMM coJiiat. PaneHbli, Ha
IPaHM XU3HU M CMEPTH, OH BO3BpAIAeTCsl K XHU3HU. M BUIUT 3Ty )KU3HB B CaAMBIX
HEOKU/IaHHBIX MPOsiBIeHNAX. OH HEIUIIeTCs 3a 3Ty KU3Hb U pagyeTcs ei.
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M.I. Kocenko, C.B. IToisikoBa

CBOEPIJIHICTh PO3KPUTTS MOTUBYYPBAHI3AIIIL CBITY YEPE3
OIIO3ULIIO «MICTO-CEJIO» ¥ TBOPYHOCTI b. XAPUYKA

Tema cena € Bu3Ha9anbpHOI0 y TBOpUOCTi b. Xapuyka. Ha nepumii morssiy 31a-
€TbCSI, IO B €MOXY OYPXJMBOTO IHAYCTPIAILHOTO PO3BUTKY, SIKUIl BH3HA4YaB HOBI
SIKOCTI JTIOZICBKOTO OYTTS, 3 TPaJULIHHOIO CUTBCHKOIO0 TEMOIO MTMCEMEHHHKH JICIIO 3a-
Ni3HUIHCS. Alle, Ha MKy 0araTtboX TOTOYacHHWX MHUTIIIB, HAYKOBO-TEXHIYHUI TIPO-
Tpec MOCTaBUB i 3arpo3y HE TUThKU (POPMYBaHHS HAPOIHOI CBITOMOCTI i caMOCBi-
JIOMOCTI, a i (PI3BUYHE KUTTS YKPaiHChKOTO HApO/1y, TOMY HE BHII3JIKOBO y CBOTH TBO-
puocTi b. Xapuyk, sk i 6araro HIINX MACFMEHHUKIB, TOBEPTAETHCS A0 i€l poIoBOi
JIOJVHU 3 TaTpiapXajJbHOIO CBIIOMICTIO SIK HaWOUIbIN CTIHKOi ()OPMH JTYXOBHOTO
BIDKMBAHHS HAPOJLY.

3a TeMaTHKOIO Ta 300pakyBaHUM cepejoBHIIeM poManu b. Xapuyka Haexars
JIO COLIANBHO-TIOOYTOBOTO PIZBHOBHIY L[LOTO KAHPY 3 €IEMEHTaMH ICHUXOJIOTTHHOTO
Ta icTopuyHOTrO pomaHiB. Pa0yabHUI CTPIKEHb POMaHIB IPo3aika CKIaaaloTh eno-
XaJIbHI MOl YKpalHCHKOT ICTOPIl Bill MOYATKY 10 cepeauHn XX CT., 10 3HAYHOIO Mi-
POIO0 BU3HAUWIIM BHYTPIMHIA CBIT YKPaiHCHKOI JIOAMHH. 3a OMOBIIHOIO CTPATETIEIO
Ko’keH poMaH b. Xapuyka € po3Jiororo onoBin o, HaCHYEHOO ACTALIMU K HOOYTO-
BOTO, TaK 1 ICHXOJIOTTIHOTO XapaKTepy.

Cnin 3ayBakuTH, 11O CIUIBHOIO JJisi BCiX poMaHiB b.Xapuyka € gominyroua
CIIPSIMOBAHICTH HA MOTHUBALIIIO 300paKEHHS OJHAKOBUM IJIsI 0araThOX repoin OaxaH-
HSM YTEKTH Bil JKaXJMBUX 3JMAHIB, 3100yTH MarepiabHUA H00poOyT SK
000B’A3KOBY YMOBY IIACTS, IO 3yMOBJIIOE B KOYKHOTO 3 HUX BUOIP BIACHOTO LUIIXY
JIOCSITHEHHSI METH Y BUP1 III0OAILHUX CYCHUIBHHUX MIEPETBOPEHB.

B pomanax b. Xapuyka Baromoro 3By4aHHsi HaOyBae MOTUB ypOaHizailil CBiTy,
0 pealiByeThCA dYepe3 TPAAWIHHY I8 YKPaiHCHKOi JHTepaTypu OIO3HUILIO
«MICTO — cenoy. Tema MPOTUCTOSIHHS MiCTa 1 cella PO3KPHUBAETHCS Yepe3 300paXKeHHs
ypOan3arii cBiTy y OaraTbox TBOpax mpo3saika. bopuc Xapuyk 3ayBakyBaB
Ha HENPUPOIHOCTI BaXKOi (I3UYHOT Tpari AJIst JIFOUHU B3arali il )KIHKH 30Kpema,
3MIHH CYCIUIbHHUX IIHHOCTEH, BTPATH MEPBHHHOCTI POIOBUX 3B’A3KiB, IITYYHOCTI
JIFOJICBKUX CTOCYHKIB. ¥ CBOiX TBOpax MMChbMEHHHK NIEPEKOHYE, 10 IPOTPEC UBHICTH

MicTa — y Horo 3Ha4deHHi i npodeciitHoro pocty MoJIOI, 10 HE MEPEKPUBAETHCS
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HETaTUBHOIO POJUTIO PyHHIBHMKA MOPAIBHUX LIHHOCTEH Ta CIIOKOHBIYHHX P OIOBUX
TPaIHIIii.

VY pomani b. Xapayka ,,Bomap” 06pa3 micTa BUCTYIIAE TUIOICIO iCTOPUIHUX
3MiH 1 3pymIeHb. 3BincH, 3 1i€l reorpadiaHO-NIPOCTOPOBOT TOUKU 10 JAAIEKHX Cil Ta
XYTOPiB KOTHTHCS XBHJISI PEBOJIIOIIIHOTO MMPOTUCTOSTHHS, apEIITIB Ta TIOKAPaHb.

H. ®paii, 3aiiicHIOI0YN apXeTUITHUN aHami3 MidiB, 3a3Hadae, 0 MicTa dyxkKi
MacTOpaIbHOMY Ta CUIbCHhKOMY JYXOBI i HaJle)KaTh 10 HEOPTaHIYHOTO CBITY, TAKOTO,
SK ITyCTHHS, KAaMEHIOKa 1 cIycTomeHa 3emirsi: ,,CIoiM Hajlexarh 3pyHHOBaHI MicTa i
JKaxJIMBa HiY; BEJMKI pyTHM TOPAOCTH, Bin Bexi BaBens 1o Beqmunux ButBopiB O3 u-
Magfisica. CIOM HaICKaTh TaKOXK 00pa3u po30EIIeHOT0 CBITY: MAIlIMHU TOPTYP, BO-
€HHa 30posi, MaHIMP, 2 TAKOK 00pa3u MEPTBOI'0 MEXaHI3MY, SIKHH € HEITPUPOHUM Ta
HEITIOICBKUM, OCKUTBKHA HE OyXOTBOpIoe mpupony [2, 158]”. OTxke, HE BHIIAAKOBO
micto B Terpainorii b. Xapuyka ,,BonrHbp” — 11€ Hacamriepe TFOpeMHi MypH, JIe TIpo-
BOJISTHCS JKAXJIMBI TOTHUTH, JI€ 32 TPOII KYIYIOTh BOJIO 200 KHUTTS JIOIWHH, aJ>Ke
BOHO HIYOTO He BapTe, 00 HaAWMEHIIMI Haripelb BXUTh OUIbIe, HOK JIFOICHKA Y-
ma, Mpo M0 BiIBEPTO LWHIYHO 3aSBJICHO OJHHUM I3 EMi30JJUYHUX IEePCOHANKIB-
TIOJIIATB: ,,5l 3BUK PO3MOBIISITH HE 3 JIIO/IbMH, a 3 JOKyMEHTaMH — aKTaMH, IPOTOKO-
Jamu. Moe€ miaHyBaHHsI, — Ha4aIbHHUK 3HAB OKYJSIpHU 3 Hoca [3, 203]”. Buyrpimns
atMoc(epa MicTa, Ooro BITIYKEHICTh BiI CBITY IepenaHa yepes OIMuC MPHUPOIH, JIe
JIOMIHYIOTh 00pa3u X0JIO1y, CAMOTHOCTI, MICTHUHOTO 3Kaxy (,,Hid BoamIa Micsiis Hax
MicToM, a 30pi XoBana. bynHKY, HION MO3aMep3ai, CTOSUIN KyITKAMH 1 TPUTHCS JIiX-
Tapsimu’”’; “IiTyxe BHOYI 110JIe, Ta HE TaK JSIYHO Ha HbOMY. SIK Y MicTi. TicHI np oByKu
BUIAIOThCA TIe TicHImmMA. be3 cBitnma. Ctapi OyauHKH CipMH TIOTBOPAaMH CITHP a-
I0TbCSI OJIMH Ha OJIHOTO, HeHaue XOUyTh YNacTH 1 PO3CHUIIATUCS, 3aBAIIMBIIN BY3bKi
ByJmii [3, 325])”.

Micto B TeTpaiorii ,,BoJmHE” cTae MicCIleM 3ITKHEHHS CHJI — CTapoi BIIAIU
(MOJIbCHKOTO CBABULIA) Ta PEBOJIFOLIHOTO TposeTapiary: ,, Byl HaOarHeTHIach
nepen geMoHcTpanTamu [3, 313]7; , Ilnoma 3 90THPHOX OOKIB 3auepBOHLUIA 3HAMCHa-
MH, SIKi 3alBUTH, MOB Ha TOJIi MaK <...> CISUIM JIMCTIBKH, sIKi OUTUMH TOJTyOamu 3iii-
Maicsi Bropy <...> KoJIOHM 1eMOHCTpaHTIB PBOHYMHCS Ha TUIOIILY, 3aTOIMIIH 11 JIF0 -
CHKOI0 MOBIHHIO [3, 314]”. J[B0Oiif 3aymimae Mo cobi rHITIOYY KapTHHY: 3710 1 HiCTY-
MHICTH TIepeMaraoTh. HeraTuBHy eHepTeTHKY, OUTh, pO3Iad Ta THIB PO3HOCSTH CEsi-
HHU TI0 CeJax, a MICIIEBl MENIKaHIII 3IMIIAIOTHCS JKUTU JIajli 3 TIOYYTTSIM HeclpaBe -
JIMBOCTI B CBITI, Oaiiy»0cTi Ta 311001. XBUJIsl MIOMCTH BJAJIU — ,,I0JUX icTOpil” Ha-

37I0TaHsIE CEJITH MO cellaX. ABTOPCHKA TMO3UIIS MO3HAYCHA TIPKOKO IPOHIEI0: MICTO
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3HYIIAETHCS 3 JIIOAWHH, ,,CKpErode I HOTaMH, CMIIOYHCh, OPYK, KEMKYIOTh YOPHI
cTinu 3 Oankonamu. Kaminus rinysye 3 moaunu [3, 325])”. OTxe, yxe B nepuiomy
pomadi ,,BoimH” TMCHMEHHHK 3MabOBYE MICTO SIK HOCIS 3714, CHITY, IO 37jaTHA I10-
30aBISITH JKUTTSI.

SAxmo B pomaHi ,,Bommap” 00pa3 MicTa KOHIENTYAIFHO OB’ A3aHUH 13 Hi3UY-
HMM 3HHIUCHHSAM JIFOJed i yac TI00abHUX ICTOPUYHUX 3PYLICHb, TO B POMaHi
»Mexi 1 6eamesoks” b. Xapuyk Xy0)KHBO TOTJIHOJIOE OMO3HUILIIIO ,,CEeI0-MICTO”, e
OCTaHHE CTa€ MPUUMHOIO 3arudeni cena. [ITMchbMEeHHNK HaroJonlye Ha MOTHB1 ypOaHi-
3auii Iy y MEpHUI 9ac, KOJIM AYXOBHO THHYTH JIECSTKA-COTHI POIB, 3AJIMIIAIOTHCS
6e3 momoni (6e3 MmaitbyTHboro!) mini cena. BiH po3yMmiB, IO B €MOXy HAJIIB AKX
TEMITIB POCTY BUPOOHHUIITBA, MaTEePIIbHOTO 3yOOJXKIHHS, COLIATLHOTO CTapiHHS Ta
BIICYTHOCTI YMOB JIJIsI TIPAIICBIAINTYBAHHS HA CENi PEaTbHICTh POAY B CeIli — IIe Ma-
Tepi-0JJMHAYKH, JIITH, SKi pOCTYTh y 0€30aThKIBCTBI, JITH, IO BIIAIOTh OATHKIB 110
OyIMHKIB TIepecTapkiB. Pim, 0cCHOBa OCHOB, BCHXaE.

VBara b. Xapuyka He BUIaaAKOBO 30cepe/pkeHa Ha 00pasi JIIOAWHM MicTa Ta
CUTYaIliSIX, IO JAI0Th MOJIIUBICTh i 3aJMIIUTUCS CO00I0 ad0 K MPU3BOASTH 10
BTpaTy Jiroicbkoro. O0pa3 MicTa 3a KOHIEIIIEIO aBTOPa BUMAILOBYETHCSI TIOOIUHO-
KAMH IITPUXaMH, aKIEHTYIOYM HE CTUIbKM 30BHIIIHIM BUIJISII MiCTa, CKUIBKM HOTO
TICHXOJIOTIYHHI BIUIMB Ha MOJIOJb, KOTpa NpUOYBa€e TyAH B MOIIyKax poOOTH Ta Ha-
BuanHs. Tak, repoins pomany ,,Mexi i 0eamenoks” Taicka, nepeOyBaroun B paiiieH-
Tpi (BUMIacs B KyJTHApPHINA IIKOJI, TpaIoBaia B YaifHii, moOadnia CBIT Ta mepeiH -
Jia 3BUYKU MCIIKAHI[IB MICTa), Kap IMHAJIBHO 3MIHMJIACs, CTajla IIMHIYHO. TaKi BHYT-
pilHI 3MIHM TIO3HAYWIINCH 1 Ha 1i 30BHIMHOCTI: ,,<...> TOBOAWIA ce0e HE3aIeKHO 1
3BepXHbO <...> 30BHIIHBO BUTIJISIANIa CTAPUIOIO 1 topociimoro, Hbk Mapra. [Tinc -
pYOKeHa it XJIomiyl, 3 mohapOoBaHUMK TEMHO-KAIITAHOBUMH KICbMH, 3 IiBEICHH-
MU noMaj[ot0 Tybamu <...>Taicka He XOTUIa 3HaTH JKOJIHOT CEHTUMEHTAILHOCTI, SIKY
30BHIIIHBO TaK 30epirarTh CUIbCHKI AiByara [5, 431]”.

OO0pa3 Micta penpe3eHTOBaHMH y Oaratbox TBOpax (,Mexi i O6e3Mexks”,
,»KpeBHsIKHI”) criennpI4HO: CTI0YATKy BOHO ITOCTAE OCEPEIKOM OCBIYEHOCTI, IHTEJIIr e-
HTHOCTI (K, Hampukian, y tBopax l. Hewys-JleBuipkoro ,.Xmapu”, ,,Ham 9opHUM
mopem”, B. IlimmorunsHOTO ,,MicTO”), MPOCTOPOBOIO TOUYKOIO, Y SIKIH 30Cepe HIInCs
HaBYAIbHI 3aKJIaJIH, 1€ CXOIATHCS JKATTEBI JOPOTH MOJIOA1 3 Oararbox Cil, TOMY, Ha
HEpLIN TOTJISA, BUIAETHCS, IO 00pa3 MicTa Bilirpae MO3UTUBHY pOJib. J{JIs AesKHUX
repoinb b. Xapuyka MicTO HaBITh CTa€ CXOBAHKOIO BiJI 3JIMX SI3UKIB OJIHOC EJIbIIIB, a0u
Ti He Ha3WBaM TXHIX jairei OGailicTprokamu. [IpoTe Taka Horo poJb e 30BHL. Ha-
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OyBaroun (pyHKII MarHITY JJIT MOJIOMI, MICTO CTa€ Ti€I0 CUIIOIO, IO 3YMOBIIFOE BU-
MUpaHHsI cena. Y TBOpax MoKa3aHo MacOBHHU BHi3] MOJIOIi 3 cenia. OTpUMABIIHN OCBi-
Ty, MOJIOI1 JIIOAH HE TIOBepTaeThes 10 cena ([Imurpo ta Pas Typii (,,Kpeprsixu™; Tai-
cka,,Mexi 1 6e3mexoks”). MicTo 3ycTpidae MpUOYIIBINB 13 CUT TYPTOKUTKAMH, PO O-
YUMH MalCTEPHSAMH Ta IEXaMU: CKpi3b MOTPiOHI poO0Ui pyKH 1 HAUTOIOBHIIIE — TYT
BU/IAIOTH 3apOOITHY IUIATy, & OTXKE, € MOXIIMBICTH MPUCTOMHO OJSATATHCS, XapuyBa-
THCSI, IKABO MPOBOAMUTH 103BULI1. CB0OOAa MICTa MPUMAHIOE KOKHOT0, XTO X0U pa3
3ITKHYBCS 3 HHUM: ,,XJIOMIIl HE BEPTAIOTHCS 3 apMil B cejio. BepTaroThcst TaHKICTH.
Bonu Binpasy nepeyuyrorbcsi Ha modepiB. A iHmi — Ha [lon6ac, Ha JIbBIiBCHKO-
BommHcbkuii 6aceiin [5, 432]”.

OaHOYacHO, Ha TYMKY MUTIS, Y CBITOMOCTI KOJIMIIHIX CCISTH BiIOyBaeThCs
CIIOTBOPEHHS CaMOTO IMTOHATTS CBOOOTH, sIKA CTa€ CHHOHIMOM CBaBULISI Ta BCEIO3BO-
JIEHOCTI, 110 BOMBAE poj0BUil KpHUTepiil 100pa i JTOASHOCTI — coBicTh. [lyma cerns-
HUHA JCTPAIYE, JOIIS HIBEUUTHCS, TOBEIIHKA Ta 30BHIITHICTD 3MIHIOIOTHCS, TFOOOB 10
OTOYEHHS 3aCTyMaeThes OailryxicTio abo Tpy0OicTrO, 1110 3aCBIMYEHO JI0JICI0 OJTHIET 3
eMi30IMYHUX T'epoiHb poMany ,,Mexi 1 6e3mexoks’: "BuBenena 13 cena, BiyTydeHa
Bil HLOTO, Bapka He MOTJIa cTaTH MIllfaHKO¥0. B Hill TO€HYBATIOCS TPyOe MYKHIITBO
3 MiCTEYKOBHM CBaBULLAM [5, 458]”. BinTBOpIoI04H 1071 CBOiX repoiB, MMChbMEHHHK
MAKPECIIIOE, IO JIFOIMHA, HOKUHYBIIH CEJO, MePECcTae OyTH YaCTHHO MPUPOIHOTO
CBITY, aJic HE 3aBXK/H, Ha YKaJlb, CTA€ TAPMOHIHHOTO CKJIAIOBOTO HOBOTO, CBITY MiCTa.
I[Tix miero 3aKoHIB MicTa Taka 3aryOJyieHa Tyiia MpupedeHa Ha MOPABHY Jerpaariiio
Ta NPUCTOCYBaHCTBO. TOOTO MPOrpecBHO PO3BUHEHE MICTO, 1[0 CTAE MAHJaHOM JIJIsI
npodecifHOTro POCTY MOJIOJIi, BOJAHOYAC MPEICTABICHE YOCOOICHHAM 371a — PYHHIB-
HUKOM MOPATbHUX IIHHOCTEH Ta CIOKOHBIYHUX POJIOBUX TPAIHUILH (B MOBICTAX ,,He-
BioBUMeE Jiito”, ,,OnyKk”, ,.Komsna”, ,,CBiroBa BepOa”).

[Nonibue TpakTyBaHHsT 00pa3y MicTa XapakrtepHe aist pomaniB E. 3ot ,,3aBo-
toBanHs [lnaccana”, ,Kepminans”, [lanaca Mupnoro ,Ilosis”, B. [lizMmoruisHOTO
,Micto”. JI. Tomctoro ,.Bockpecinus”, omoBimane M. IBuenka (,,MicTo BMepio”,
,»L1H1 HeTmiHHT", ,,[IopBanoro goporor”), M. Uepemumnu (,,Ceno nmotepmae”, ,,Cerno
Burubae”), errogy I'. Muxaimaenka ,,MicTo” Ta iH., 1¢ MICTO TTOCTa€ BTUICHHAM Bi-
JT9Y’KEHOCTI, aMOPaATBHOCTI, KOCMOTIOJIITHYHOT BCEITHOCTI, a TOMY BOpOKe ceny. Tak,
y pomasi B. [linmorumsHOTO ,,MicT0” 6€3TyXOBHICTH JKHUTEJIB MiCTa BUPa)KEHA OTI0-
cepenkoBaHo uepes foro cupuitaaTTs CtemanoMm PagaeHKoOM, sIKUi 0a4UTh OCTAaHHE

SIK BEJIMUE3HI HYTPOIIll CHMBOJIIYHOTO 3BIpa.
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VY TBopax b.Xapuyka 3 MOTHBOM HEraTHBHOT'O BIUIMBY MiCTa Ha CEJO TiCHO
OB’ s13aH1 MOTUBH 3MIHH CYCIIUIBHUX IIHHOCTEH (IIepeopieHTyBaHHS CYCIUIbCTBA HA
MarepiajbHe, a He Ha JyXOBHE), BTPaTH MIEPBUHHOCTI POJOBHUX 3B’ A3KIB, MPUPOIHO C-
Ti MOTpeO Ta MOBEIHKH, SIKi CIIPUYHHSIOTH MITYYHICTH JIFOJICHKUX CTOCYHKIB, EMOLIIH,
pYHHYBaHHS POJUHHOTO 3B’ A3KY, IO TPU3BOIUTH 10 BTPATH 3B’ I3KY MOJIOI 3 3€M-
JIe10, pyHHye 101 okpeMux Jiozeil. Micto, sike arMocdeporo MTy4HOCTI Ta Marepia-
JBHOTO KOM(MOPTY MOTJIMHAE TyXOBHO HE3pUMX ab0 PO34apOBaHUX MPECTABHUKIB
CEJISTHCTBA, TIOCTYIIOBO TPU3BOJNTH CEJIO /10 BUMHpaHHsS. CBITYEHHSM LbOTO €, Ha-
MPHKIIAJ, MOBICTh ,,HeBoBUME JIITO”, ¢ pyWHIBHUI BIUIMB MICTa CTOCYETHCS PO-
IUHHAX 3B’s3KiB, a caMe MICTO TIOPIBHIOETHCS 31 CIIEHOIO, TeaTpoM. ATmocdepa
IITYYHOCTI i 4OrOCh HECMPaBKHBOTO, TEATPATLHOI'O OTOPTAE KOYKHOTO, XTO IOTpall-
nsie 10 Mickkoro noMemmkanHasa Cremyp. Tak, Makcum modyBae cede B I1iif KBapTHPI,
»Haue B HaJAMOJEPHOMY TeaTpi, Jie CIeHa Io/lieHa OJareHbKMMHU JIaIlTyHKaMy Ha
KOPHUIOp, BITAIBHIO, CTIATbHIO, 0a0MHY KIMHATY, KyXHIO, BaHHY. TpuBae BHcTaBa 0e3
AHTPAKTY I KOJM BCi CIUIITH <...> Yacu W eNOoXH, KpaiHu i Hapoau, OoTH imoan ai-
10Th y 1l BucTasi. (I s1). A ot Ha3By il He npuayMaen. A MoOXKe, Lie TUIbKU TeHep a-
npHa peretnnisi? (Buctasa neinne un xommcs e 0yne? Hiu. 3aBica. Panok. 3aBica
nigiiiMaerbest. Birunm — Ha poGoTy. Maru — Tex... Xto naii niniiiMae i omyckae 3a-
Bicy? [4, 255]”. Po3risigaroun MOTUB pyHHYBaHHS POy Ha MPHUKIAI OJHIET pOIMHA
B TOBICTI ,,HeBnoBume jito”, b. Xapuyk cTBEpIKYE, II0 B I[bOMY MOJIITAE 1 Tpareis
MicTa. 30aiiAyKiHHS, BTpaTa MUPOCTi CTOCYHKIB Y POJIMHI, Ha JYMKY THChMEHHUKA,
BUKJIMKaHI BIUTMBOM aTMOC(epH Ta 3aKOHIB MICTa: JIFOJIU, BIAPHUBAOYUCH Bl 3EMIIi,
BTPaYaroTh JIFOOOB 70 HEl i pOIOBY maM’ ST, JOOPO TOHEIAaBHA BITKPUTHX CEpICIh
MIepepOJIKYETHCS B PO3PAXYHKH Ta IITYYHICTh, KOJIM LIHYIOTHCS HE AYXOBHI SIKOCTI, a
piBEHb JIOCTATKy. 3 4acOM YCBITOMJICHHSI MICHKHX MEIIKaHI[B ce0e K OUIbIN KyJb-
TYPHUX CTa€ MEpeKOHAHHSM, MEPepoCTae B MMXATICTh, MOPOJPKYE IUHI3M, MPU3BO-
JIUTh 110 3pCUYCHHS POy i pogoBoro 6e3mam’ itcTa. ['0oBHOMY repoesi Makcumy,
SIKUH TIPUTXaB i3 cella 0 MaTepi Ta BITIMMA, 3aTICHO B 3aMKHEHOMY, BilIM €)KOBAHOMY
Bill IPUPOIHOTO CBITY MPHUMIIIIEHH] — KBAapTHUP1. Y CBITI 4y»KOi POJIMHHU € CYBOPI Mpa-
BIJIA, SIKI BUIAIOTHCS XJIOMIIEBI )KOPCTOKAMHU — BOHH 3aKPIIUTIOIOTh TypOOTH PO Ma-
TepialibHe, a He MMPO JyXOBHE. Y POJIMHI HE Jii€ 3aKOH JOUUIBHOCTI, SIKUH €Ha€ yac-
TouKH BeecBiTy, COHIIE 1 3eMITIO, TFOIMHY 1 3€MITI0, COHIIE 1 moauHy. CHMBOIIYHOIO €
1 IITyYHO CTBOpPEHA KapTHHA CUIbCHKOTO CBITY: ,,A 3a CKJIOM y Oyderi cepBiBu <...>.
Tam, 3a cKIIoM, IPIOHUYKK — CKISTHUI J)KypaBJvK (Tpeda, 3BU4aitHo, 30TraJIaThcs, o
11e ’KypaBJIHK, 110 JIOBIrOMY /135000B1), costoM’ siHi 1ix1 1 6aba, nepeB’ sue Binepue <...>”
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]

A nin 3 6aboro i BimepIie — eK30THKA 3 coJioMu i aepeBa [4, 240]”. CBoepinae ,,ceno’
MICTHTh MIATEKCT: Y HbOMY BIIUYBa€ThCS TipKa aBTOPChKA IPOHIs: KOJIHMCH 1 Il i€l
POAMHN HAUPITHIINM KyTOYKOM CBITY OyJI0 ceno 3 HOTro MPOCTHMH PealisiMUA — K-
BUM JKypaBiieM, Ainamu i 6abamu, KpUHHUIIMU Ta BiApaMH, a TeHep AJIsi MEIIKaHIIiB
KBapTHPH KOJWIIHIA CBIT yMep, 1 Bif HbOTO, 3a0yTOTO i MEPTBOTO, BIiTOPOIIIIHCS
CKJIOM.

Tox, oOpa3 micta y npo3i b. Xapuyka BinTBOpeHuil y cucTemi ono3wuiliii “c e-
J0-MicTO”. ABTOp CTBEp/KYe, IO Tpareiis MicTa mojsrae B 30aiayXiHHI, BTpaTi
MIUPOCTI CTOCYHKIB Y POJINHI, III0 BUKJIMKaHI, AYMKY ITHCbMEHHHKA, BILIMBOM aTMOC-
(hepn Ta 3aKOHIB MiCTa: JFOJIH, BIIPUBAIOYHCH Bill 3€MIIi, BTpadaroTh JEOOOB 10 Hel i
POJIOBY ITaM’ Tk, I00OPO IOHEAaBHA BITKPUTHX CEp/Iellb IEPEPOIKYETHCS B PO3PaXy-
HKH Ta IITYYHICTH, KOJIM I[HYIOTHCS HE TyXOBHI KOCTI, a pIBEHb JOCTATKy. 3 4acoM
YCBIIOMJICHHSI MICBKMX MEIIKAHIIB ce0e sIK OUIBII KyIbTYPHHUX CTa€ TIEPEKOHAHHSM,
NepepOCTae B IUXATICTh, MOPOKYE IINHI3M, TPU3BOAUTH 10 3PEUEHHS POy i pojo-
BoTO Oe3nam’ sitcTBa. OTXKe, JoMiHaHTOIO y TBopax b. Xapuyka BucTymae Tema pony,
B OCMHCJICHHI SIKOT MMCBMEHHHUK PO3rOPTae MOTHUBY PyHHYBaHHS POy SK HACIIIOK
Jerpanarii yKpaiHChbKOT'O CeNsTHMHA Yepe3 YKpaiHChKy Oe3/ep)kaBHICTh, KOJICKTUB i-
3alifo Ta ypOaHi3ailifo, 10 B CBOIO Uepry HA/AE 3ByYaHHS MOTHUBY PyWHYBaHHS POIY
SK TIPOOJIeMU OYTTS HAllIOHATHHOT MUTICHOCTI.

BIBJIIOT'PA®IYHI TTOCUJTAHHA
1. IMonsaxoa C. CtmieoBi AOMiHaHTH omoBimi B pomarnicturi bopuca Xapuyka /
C. Ionsxosa. —BunaBuunreo BAT «KipoBorpaackke BUIaBHUITBO» KOPIIOPAaTHBHE
niqnpuemctBo JAK «Yxpsumasnomirpadis», 2010. —210 c.
2. @pait H. Apxerunuuii ananiz: teopist mitiB / H. ®paii // Cnoso. 3nak. [luckype.
AHTOJIOTIs CBITOBOT JIiTEpaTypHO-KPUTHYHOT IyMKH XX CT. /32 pea. M. 3yopuibkoi.
— JI.: JTirontue, 2001. — C.119-137.
3. Xapuyk b. Bomunb: Poman. K. 1-2. — K.: [Ininpo, 1988. — 567 c.
4. Xapuyk b. HepnoBume mito / b. Xapuyk. — K.: Pax. mucem., 1981. — 343c.
5. Xapuyk b. Teopu: B 4 1. / b. Xapuyk — K.: [Ininpo, 1991. — T. 1: Maiinan; Mesxi i
6e3menors: pomann. — 539 c.
A.C. KypaumaHeHko
KOMITO3UIITHO-MOBJIEHHEBA ®OPMA XYJIOKHHOT'O TBOPY
TA POJIb IOPTPETHOI'O OIIUCY

BuBueHHs1 cydacHHX J0pOOOK y ramy3i (utosorii miaTBepIKye, o NopTpeT-

HHUH ONHC HE MOJIMIIAae HAyKOBHX pPo3Binok. CaMe MOBHHMM XY/I0KHIM 3aco0aM OITH-
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Cy pHC 1 XapakTepiB epCOHAXKIB MPUCBAYCHA HI3KA HayKOBUX poOir (badernko JI. I,
bapaxos B. C., Kyxapenko B. A., Jlotoupska K. f.), nporte npo6riema BUBUEHHS TIOP-
TPETHOTO OMHCY 3ATUIIAETHCSA JUCKYCIHHOIO. Y HAamIiii cTaTTi MU cripoOyeMo TIp o-
AHAIIBYBAaTH MOPTPETHHUH OITUC SK PI3SHOBHUJI KOMITO3HUIIIHHO -MOBJICHHEBOT (POPMHL.

[IpoBinHYy poib y popMyBaHHI KOHIICMII TBOPY BilirparoTh aBTOPCHKI OILIHKA
TUX 00’ €KTIB, SBHII i MOMIH, KOTPi CKIANAIOTh HOTO XyM0KHIO NIHCHICTE. OIHHUN
EJIEMEHT 3aBK/M NPUCYTHIA Yy MOBI, a/’Ke€ BUKOPHCTOBYIOUYH Ta M3HAIOUM 00’ €KTH
HaBKOJIMIIHBOT AIMCHOCTI, MU BHPaKa€MO CBOE BITHOIICHHS JIO HUX Ta OI[HIOEMO iX.
[li3HaBabHA MISUTBHICTH 103 OINIHKO HEMOXIIHBA. XyTO0KHIA TBIp SIK MPOIYKT ITi-
3HABAIBHOI JISIIBHOCTI aBTOpa 000B’SI3KOBO Ta TOBCIOAHO HECE aBTOPCHKE CTABJICH-
Hs1, TOOTO OIHKY 1 MOJAIBHICTS.

Kowmrmo3utiiiHo-MOBIIeHHEB] (pOpMH OTPUMATHA BUCBITIICHHS Yy TPAIAX TaKHX
BYEHUX, sk B.A. Kyxapenko, B.B. Bunorpanos, K. Jlotompka Ta inmi. [Tinq kommno3u-
IIFHO-MOBIICHHEBIMHA (HOPMaMH PO3YMIEMO «CXEMHU MOBTOPHHUX CTPYKTYPHUX O3HAK,
BITUICHUX BiJl KOHKPETHUX MPOSBIB MOBH, KOTPI SBIAIOTHCS OJHOPITHUMHU GopMa-
MU CJIOBECHOI KOMIIO3HILI 1 TAKMMH, IO BIIOOPaXKAIOTh CTPYKTYPY MPOLECY MHUC-
JICHHSI, THITH i CIIOCOOU 3B’ 3Ky €JIIEMEHTIB MDK c000to» [5]. OTke, MOXKHA 3pO0OUTH
MPOMDKHHI BUCHOBOK, 1[0 KOMITO3HIIIHO-MOBJICHHEBA (DOpMa «OMHUC» MPHU3HAYCHA
JUTA XapaKTePUCTHKH SIBUIL IPUPOIH, IPEAMETIB, OYIIBEIb, MICT, 00INIUS, 30BHIII-
HOCTi JoauHu Tomo. 3a cioBamu B.A.KyxapeHko, 10 onucy TpajauIiiHO BXOJASATh
MOPTPET Ta MeH3aX — BITOMOCTI PO 30BHIIIHI 03HAKH JiH0BO1 0c00M Ta 00CTaHOBKH
aii [3, 136].

Cuin 3a3Ha4MTH, MO YKpaiHChKa HAyKOBa AyMKa HeE JIMIIAETHCS OCTOPOHb ITH-
TaHHsI, O JocHpKyeTbes. Kapomnina JloTonpka y cBoEMy HaBYAILHOMY HOCIOHHUKY
«CTuicTiKa aHIIIHCHKOT MOBMY Jla€ BU3HAYEHHS OTMCY B TEKCTi: « Description is a
static narrative-compositional form. It supplies the details of the appearance of people
and things “populating the book, of the place and the time of action [6, 103]. So de-
scription is used to depict nature (landscape), premises (interior), appearance (por-
trait), and urban scenery (townscape) [4].

B Xymo>XHBOMY TEKCTi HOPTPET BUCTYIA€ OJHHUM i3 OCHOBHHUX 3aCO0IB iHAMBI-
nyanizanii nmepcoHaxy. OKpiM 30BHINHIX (DIBUYHMX XapaKTEPUCTUK MEPCOHAKY,
MOPTPET BKIIOYAE B ceOe BIOMOCTI MPO HOTO 3ad4iCKy, OJST, MAaHEPH, aKCeCyapH,
TOOTO MO BCe, IO BiOOpakae CMakW, MPUCTPACTI Ta 3BUUKH — IHAMBITYyaIHHICTH

repost. [loptper, Ha BinMiHy Bin ned3axy, BU3HAUAE 1 COMIaNbHY NMPUHAICKHICTD T1e-
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PCOHaXy Ta BXOJIUTh B TEMIIOPATbHUI KOHTHHYYM TEKCTY, OCKUIbKH B KOCTIOMI 3Ha-
XOJHUTh CBOE BIMOOPaKEHHS 1 €10Xa, U mopa poKy, ¥ nopa a00u.

3apyObKHI HAYKOBIII B3arajli He pO3MEXKOBYIOTh IMOHATTS IIOPTPET» Ta «IIep-
COHaX», SKIO 3BepHeMocs 1o Jlireparypuoi Exnmxionenii Mepiam-BeGctep, To
3HaXOOUMO Take Bm3HadeHHs: “Character, in literature, a personage in a novel, short
story, drama, or poem. The term “character” also denotes the essential qualities and
personality traits of a fictional or real individual. The ability to create compelling and
believable characters is one of the hallmarks of the literary artist”. Characteristics, in
literature, is the presentation of the attitudes and behavior of the imaginary persons in
order to make them credible to the author’s audience” [7, 291].

[ nopTperi nerzax NpoTIroM pO3BUTKY JITEpATypH 3a3HAIIM CEPHO3HUX 3MiH B
CBOEMY 00’€eMi — SIK B KUTbKICHOMY (TIPOTSDKHICTH B TEKCTi) Ta AKiICHOMY (TTOBHOTa
OXOIUICHHSI 03HaK), TaK 1 B XapakTepi BKIFOUEHHS B TEKCT, B QYHKIIX. JlocmimHuKu
HaroJIOIIyIOTh, IO MOJKHA BiN3HAYUTH OE3CYMHIBHY TEHICHIIIO IO CKOPOYEHHS
MOPTPETHOTO OIHUCY, JIe 3aMiCTh PO3BEPHYTOI Ta JAETATLHOI XapaKTEpUCTHUKH, Bia-
ctuBiii po3i XIX cToniTTsi, BAKOPUCTOBYIOTHCSI MOPTPETHI PUCH, YACTO Y BUIJISII
XapaKTepOJIOTTUHUX JeTaneld abo aBTOPCHKOTO KOMEHTapro A0 jiajtory abo ii.
[MopTpeTHi WTPUXU PO3MILIYIOTHCS [T0 BCbOMY TEKCTY 1 UWTa4 HE BCTUTAE CIIPUUHSTH
iX SIK CTATWYHI €JIEMEHTH, BOHH «BXXHBIIIOTHCS» y OTIOBITaHHS Ta CTBOPIOIOTH JH-
HAMIYHY KapTHHY 3MIHIOBAHOT 30BHIIIHOCTI epcoHaxy. Bosoaumup bapaxos takox
Bil3HAYA€ €CKI3HICTh, (parMeHTapHICTh [2, 12] AeaKux mopTpeTHUX onuciB. Buennit
Bi[3HAUae, 110 TIEIO YH TIEI0 MIPOIO JITEpaTypHOMY TIOPTPETY 3aBK/AH BJIACTUBA JEs-
Ka He3aBepIIeHICTh. SIK MpaBmio, Il 3MIiHA HOCATh HETPHUBAIMH XapakTep Ta sSBIS-
I0THCSI 30BHIIIHIM TPOSIBOM 3MIHIOBAaHMX €MOIIIl Ta HACTPOIO TIepcoHaxy. B Takomy
pas3i MU MaeMO TIpaBO TOBOPHUTH NPO JHUHAMIYHHUNA MOPTPET, KOTPHUiA, OKpiM (yHKIII
XapaKTepoJIOTTiHOT, BUKOHYE 1 (DYHKIIIO aKTyalizatopa 3B’sI3HOCTI TEKCTY, KOTPUI
00’ eqHye 1oro (parMeHTH B €MHE MOPTpeTHe nute |3, 136].

BinoOpaxaroun pe3ympbTaTH BHYTPIIIHIX MEPEKUBAHb T'epOs, PO3BEPHYTUH
MOPTPETHHUI OTHC ab0 MOPTPETHUH IITPUX BKIFOUYAIOTHCS 10 MOTO MCHUXOJIOTIUHOT
kBamidikamii, mncuxonoridyoThca. Crnenudika ommcy, TUM OUIBII TOPTPETY,
TIOB’s13aHa 3 MEPEeJiKOM PI3BHOMAaHITHUX 03HaK. TOMy B HbOMY IepeBaKatOTh IMEHH U-
K{ 3 KBaM(IKyIOUNMH iX MpUKMeTHUKaMU. [lopTpeT 3aBK11 HOMIHATUBHUH 1 TOJIO B-
He — 3aBKAM OUIHHUK. Y Wiif OCTAaHHIH BIACTHBOCTI IMOPTPETY Ta OTIMCY B3araii np o-
SIBISIETHCSI HOTO POJIb Y cucTeMi 3ac00iB (hOpMYBaHHS KOHIIENTY: OTIMC EKCILTIIUTHO

Hece aBTOPCHKY OILIHKY Ta MOJAJIBbHICTh, TOOTO 0€3I10 CepeIHbO BKAa3y€e Ha PO3IIOALUT
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ABTOPCHKMX cuMIMaTiii/anTumnariii. Tak mopTper, OKpiM IHAMBITyali3yI0u0i, XapakTe-
posioriunoi ¢yHKuil Ta QyHKII akTyani3aiii kareropii 3B’ I3HOCTI, BKIIOYAETHCS 1 10
aKTyaJi3alii KaTeropi MOJaIbHOCTI 1 KOHIENTyaIbHOCTI [3, 137].

Ille oxHa ¢yHKISA, KOTPY HAOyBa€e MOPTPETHUI OMUC B TEKCTi — CEMIOTUYHA.
Bona po3BUBaEeTHCA y 3B’ 3Ky 13 HOBTOPOM MOPTPETHOTO IITPHXA, BUCTYIIAIOUOTO B
pouii xapakrepoJiorignoi ferani. Tpyoka Llepioka Xonmca, rerpu mictepa IlikBika,
(ypaxka Ocrarna beniepa — Bce 116 03HAKU 1IMX TIEPCOHAXKIB. Y PO3BUTKY CeMIOTHY-
HOI (yHKIIl [IITOTO MOPTPETy BEIMKY POJIb BiMIrpalOTh UTFOCTPATOPH XyI0KHIX TBO-
piB. 3aBsIKK rpaiuHOMY 300pa@)KEHHIO CJIOBECHHH MOPTPET HaOyBae 30pOBOT HAO U-
HOCTL. UnuM OiTbIe BiH BHAUIETHCS CBOEK IHAMBIMYATbHICTIO, TUM OLUTHIIL, WMOBIp-
HO, BUKOHaHHS 1X ceMioTn4yHO1 ¢yHkuil [3, 137].

OTxe, MOKEMO 3pOOUTH BHCHOBOK, IO OMHC — 1€ OJHA i3 KOMIO3HUIIHHO-
MOBJICHHEBUX (hOPM, HapsI/1y 3 OMOBINAHHAM Ta po3ymoM. Tloptper, sik popma ormu-
Cy, BOXJIMBUH 3aci0 BHpaKeHHS IHAWBIAYaJbHOCTI MEPCOHAXY, JO SIKOTO MpuOirae
MICHMEHHUK, CTBOPIOIOYN XYI0XKHIN TBIp.
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B.B. JIuxuenko
CHUMBOUJIIKA ITPOCTOPOBUX OBPA3IB B POMAHI
®PEHCIC BEPHETT « TAEMHUYMIA CAJl»

Yecwka nocmigaui Kmapa XKunkosa (Klara Jilkova) y cBoiii HeBenmukiit po6oTi

npo 3HameHuTi auTsa4i kaurd (2006), o Hanexarb 1epy MUCbMEHHHUKIB, SIKi CTAIH

* ©B.B. JIuxuenko,2018
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KJIaCKaMH aHrdiichkoi sireparypu, ®pencic Xomkcon beprerr (Burnett, Frances
Eliza Hodgson, 1849-1924) i ®ininmu [lipc (Pearce, Ann Philippa, 1920-2006), Ha-
rajaye, mo oopa3 caxy € HeHTPATFHUM JJIsI TeKCTIB, aIpECOBAHNX IOHUM YHTadaM [p.
6]. TlotpamsiroTs B caf i repoi «Aumicu B Kpaini wynec» (1865) JI. Keppoua, «Ilirepa
Iena» (1911) Ix. Bappi, «Bixni [Tyxa» (1926) A. Minna. CBit nitepaTypHOTO cany,
MAKPECIIIOIOTh KPUTHKH, 3a3BUYail MPOHU3AHUH 3arajgkaMu, HeoIMIHHO poOyIKye
yABY, iCHY€ B IEBHUX MEKaX, B HbOTO BKKO NPOHUKHYTH, TOMY II0 XBIPTKa, SKa Be-
Jie B caJl 3a3BU4aii OyBae 3aMKHEHa, 1 11 iHTpurye. ATMocdepa caay 3aBXIu Mpocs K-
HyTa YyapamH 1 Mariero.

K. XKunkoBa cTBep KY€, 1110 KOHLENT Caay 3HaYHO HACUUYEHUN CMHCJIOBUMU
MOTUBaMU-aJi03isiMU. OJTUH 3 NIEPIINX 00pa3iB, IKUIA 3’ SIBISIETHCS B CBITOMOCTI KO K-
HOTO, — IIe JIBEpi, IO BEAYTh 3 OYAWHKY B Call, MPUPOTHIIA MPOCTIp, SKAH HAI3BU-
YaifHO TpaHC(POPMYEThCS 31 3MIHOIO Topu poky. Cal He BOPOXKHUI TOMY, BiH HOMy
HaJIOKHUTh, 1 TOMY JUTHHA BimdyBae cebe B Oe3meri B Horo Mexkax. OmHaK, B TOH ke
yac caJ] — YaCTHHA 30BHIIIHBOT pEaTbHOCTI, 132 HUM MO>KHa CIIOCTepiraTH, He po3pa-
XOBYIOUH Ha OMIKy fAopociiux [4]. Cax npuTsrye TuTuHy, Ta it He Tiulbku Ti. [lepedy-
BaTU B CaJly — O3Ha4ae BiIUyBaTH OJM3BKICTH 0 MPUPOIN, MOXKINBICTH, 3a CJIOBAMU
Hopic Yosec, BimuyBatd ceO¢ BUIBHUM, PO3KYTHM 1 OJIHOYACHO 3aXHIICHUM [0,
144]. TlepeOyBaHHS B camy BIIpI3HAETHCS BiN ICHYBaHHS BCEpPENWHI, 3a CTIHAMU O Y-
JIMHKY, J1e PO3TOPTAIOThCs MO/l MOBCSK/ICHHI 1 ependavdyBaHi. | He TUIbKY rpa B ca-
Iy BUSIBIIETHCS yIOBOIO 1 I[IKaBOTO, TaK CaMo ITIKaBO, HA TyMKY 0araTbox, 1 YUTaTH
PO HECHO/(iBaHi MPHUIOJIU JITEPATYpHUX I'epoiB cepell pO3JIOTUX JepeB, 3aTUIIHNX
TaNsIBUH, CTPOKATHX YarapHUKIB, BIITKY HATOBHEHHX CITIBOM IITaxXiB, SICKPAaBUM, MiH-
JIMBHUM >KUTTSIM MEIIKAHIIB HOTO CBITIMX 1 TIHUCTUX KyTOYKiB. Tomoc camxy ocoOu-
BUii, BIH HE CXO)KHMI Ha HE3BIIaHI CTEKKH 0€3JTH0JHOTO OCTPOBA, HETPOXIIHI JYKYHIJI
MIBJACHHUX KOHTHHEHTIB, HA YPOUMCTI PEryJsIpHI MapKH, pO30UTI HABKOJIO KOPOJIiB-
ChKHX TaJalliB, HABMAKH, BiH OJIM3bKUWA IUTHHI 1 € JUI1 HEl OPraHIYHOK CTHUXIEFO.
K. XKuikoBa Mae pariro, KOJIM TIOMidae, o caJl HOETHAHUH 3 TEMOIO TUTHHCTBA i, K
MPaBUIIO, € MEXKEIO TIaM'sITi PO HHOTO.

DeMIHICTCHKI KPUTHKH CTIIPUHAMAIOTh Cajl SK JKIHOYHWH CHMBOJ, B Horo 00pasi
SK OM IoCTae camMa MaTU-TIPHUPO/IA, sSIKa ICHY€E B IIMKIII IEPETBOPEHb Bil HAPOKEHHS,
3100yTTS 3pUIOCTI, TOTIM 3aHENaay, CHy-CMEPTi, a TIOTIM BITPOJKEHHS A0 KHUTTS.

M. [leiiBic BBaxae, o 00pas cajay ik Mera(opu JTOACHKOTO XKHUTTS 00IrpyeTh-
cs1 Dpencic XokcoH bepHerT B KHK31, sika onucye o0 Mepi JIeHHOKE, necsiTup i-
9HOT JIBYMHKH, IO TOTPAIHIA B GYIMHOK CBOTO Jsbka B Mopkimpi, mictepa Apui-
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Oampma KpeiiBeHa, miciis TOTO, SIK IMIIUTH 3 JKATTSA i1 0aThku. Mepi xwia 3 HuMu B [H-
nii, Oynaa po3OerieHUM [iBYaM, Hi 10 KOTO 1i He OyJo aiia, KpiM CBOiX OaxaHb i
npuMx [3, 51]. OnHak 3 gacow, micis TOTo K Mepi BUSBHTh OTAEMHY XBIPTKY B
caJi, IOYHE JIOTJIS/IaTH 32 MOKMHYTUMH POCIIMHAMH 1 TPOSIH/IaMH, BOHA 3MIHUTHCS, 11
IIyIa «BIOIrPiETBCs», Mepi cTaHe yBaKHOIO 1 IyHHOIO.

[epebiry momiii B poMaHi repeaye eKCIO3UIlis, BOHA CIIBBITHECCHA 3 JpaMa-
THYHUM eni3o70M 3 Uttt Mepi JleHHOKC, Koy i OaThbKU 3aruHysd Bif erigemii
cTpamHO1 XBOPOOHW, a MIBYMHKA-TIITOK, IO 3aJHIIAIACS CHPOTOIO, 3pOOUBIIN
MOPCBKY IMOJIOPOK, ONMUHMIACS Ha OarbKiBIIMHI, B AHTiil. Ha BinMiny Bin Iunii, xe
CTOSITH CTIEKOTHI JTHI, KJTIMaT AHTIIi BUSBISAETHCS O UTHIIT 3TOPOBUM, IO TIOBEPTAE CH-
1 Mepi. Skio Mepi B [unii Oysio caMOTHBO, OaThbKK MaJIo CIUIKYBAJIMCS 3 HEFO, MO-
TJIMHEH] BIaCHUMH TypOoTamu, TO B AHTJII BOHA 3HAXOAUTH Npy3iB. JliBUMHKA HE
JFOOUTH JTOBTO 3AJIMINIATUCS B HE3ATUITHOMY OYAMHKY JsI/1bKa, ITOCTIHHO BTIKAa€E B CaJl,
13 3a7J0BOJICHHSM CIIOCTEpirae, K 3 KOKHAM JTHEM BiH CTa€ BCE KPAIUM.

IcTopukn nireparypu cnpuiimarots « Taemununii cag» ("The Secret Garden",
1911) BepHerT sik KJIACHKy aHIJMCHKOT Mpo3u Juisi Jitedd. Anpian ['antep owiHioe
POMaH SIK «OJ[HY 3 CBSITUHB AUTAYOI JITEPATYpHY.

OHaK poJIb calty K XyJI0KHBOI'O IPOCTOPY, MAKAa3YIOTh KPUTHKH, HE 3BE/ICHa
ywime 10 QoHy MOl B poMaHi. ByIWHOK, e KHBYTH MEPCOHAXI, TAaKOXK BOJIOJIE
IIIMOOKMM CMHUCIJIOBUM PECYPCOM B TEKCTi BepHETT 1 He TUIbKM JIONOBHIOE, KOHTpaC-
Ty€ 3 TOIIKOIO Caay, ajie i HeBIqAUTbHAN Bix Hel. YKIam KUTTS B OYAMHKY B OUTHIIiiH
Mipi 3aJI©KUTh Bill JOPOCIHX I'epOiB, BOHH BCTAHOBIIIOIOTH ITPABWIIA, TPAIHUIIIl, HOPM
MOBEIIHKA JJIs ceOe 1 CBOiX ONMM3bKUX. PO3yMOBHIi MOYATOK TOMIHY€E Y BYMHKAX TEP-
COHAXIB, OOTSHKCHUX BINITOBITAIBHICTIO, 1, K MPABIIO, BUBIPCHICTH, BUBAKCHICTH i
PO3paxyHOK CYNPOBOJUKYIOTh KOxKeH X kpok. Kiapa XKuikoBa 3ayBaxye, 10 SKIIO
OyZIMHOK 3HAXOJUTHCSI i/l BJIa/I010 3/I0POBOTO ITy3/1y, BIIMIHHOIO PUCOIO0 MHUCJICHHS
repoiB, HABYCHHX JIOCBIIOM, TO BCE, 110 BiTOYBAa€ThCS B Caly, IPOHMU3aHE HENepe -
0adyBaHICTIO, BUITAJKOBICTIO, IHTYITHBHICTIO PillleHb, €MOIIiH, 1 IIe IPUPOJIHO 1 Bac-
TUBO OUTUHCTBY [4,19]. 3rigHo 3 Jlinmoro IlapcoHc, ayx OymauHKY, CKOpIIIe, BTUTIOE
MIIlb YOJIOBIYOTO Hadama, a atMocdepa cagy HacW4YeHa XIHOYOI CHMBOIIKOIO [5,
258]. Xoua 3icTaBiIeHHS] KPUTHKA BEJIbMH YMOBHO, ayie e(heKTHO 1 padbynpHO 00irpy-
€TBCS B pOMaHi.

Jlireparypo3HaBIii cipuiiMaroTs 00pasu cany i JoMy B KHH31 bepHeTT sik mpoc-
TOPOBI aHTUINOAU. SIKIIO OYIMHOK aCOILIOETHCS 13 3racaHHsIM 1 CTATUYHICTIO, TO Cajl

HaINOBHEHUH KUTTSAM 1 cB00O0m010. Y po3yminHi KpicTin Yinki, Oy1HHOK BindyBae Ha
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c00i1 pyHHIBHI HACIITKHA 0OMEKEHb, TATFOYOT0 X0JI0Ty 3a00POH, TOXMYPOi CYBOPOCTi
apxaiuHuxX putyaiiB [6, 79]. BiH — BTUIEHHS CTaHOBOI iepapXii 1 MAMOPSIAKYBAHHS
cuwibHOMY. OTHaK HE3BaXAIOUH HA Te, IO CaJl 3HAXOAWTHCA 3a CTIHAMH 1 00TOpO-
JUKEHHH, BCE 5K B HbOMY BHTAE JTyX CBOOOIM, HEIPUOOPKaHOI, PIBHOCTI 1 BITAIbHOCTI.
CriBen Pokcbepr comimapamii 3 KpicTiH Yiki, BiH miaTBepKye — OyIWHOK B poMa-
Hi bepHeTT XUTTS K OM MOKWHYIO, BiH CKOpIllIe Haraaye B'sI3HUIIO-TA0IPUHT 3 TEM-
HUMH, TIPUKPAIICHUMHU ToOeNeHaMy KIMHAaTaMu, Jie BCe 3aBMEpJIO, Ha BIAMIHY Bif ca-
ny [5, 258]. HocmimHuk mpogoBKye: « SIKIIo Oy TMHOK 1030aBIIsie BIIEBHEHOCTI B 001,
TOTOBHICTB JI0 i, IK OW MPUTHIYYE, TO CaJl BUIIPOMIHIOE IO3UTHBHY EHEprio 1, Ha-
BITAKH, BIIPOJIKYE O KUTT» [5, 259].

BepHeTT HanoBHIIA KOHIENTH AOMY Ta CaJy B pOMaHi TAKUIMH CUMBOJIMHUMH
BINTIHKAMH, K 3MYIIYIOTh 3TaJaTd PO POMAHTHIHE CBITOBITUYTTS, IKE TaK PiIKO
PO3IUIsLE CBIT MPUPOIH 1 IMBLTRaMi. He3Bakaroun Ha Te, 0 MeXKa MDK CafoM i J10-
MOM BaKJIBA, TIPOTE, BAYKKO BIIOKPEMHUTH OJUH MIPOCTIP Bill IHIIOTO.

Brinoro i BucHaXxeHOt0 B 3uMy Mepi JIeHHOKC mepecTymnae mopir canquon Mic-
centyeir. TakuMu sk KPUXKUMH 1 TT030aBJICHUMHU CHJI B 1[I XOJIOIHI MICSILIi 3/1aI0ThCsI
BC1 POCTIMHM, YarapHHKH, 10 3HAXOAATHCS B 3aOBiHOMY cany. HixTo He noruisiias
32 HAM HPOTATOM JIECSITH POKIB, TAaKOX TYT HIXTO 1 HE YekaB nmoBepHeHHs Mepi 3 [H-
Iii. SIKmIo cax B MUHYIIOMY Bee 5K OyB oOackaHwmii yBaroto i mo0oB'to, To 3 Mepi Ha-
Bpsi/L Y XTO OYB HDKHMH 1 yBakHUI. BoHa Oyna HeOakaHOIO TUTHHOIO, HE3rpaOHO0
JIBUMHKOIO 3 HEBHPA3HUM OOIMUUAM, AKill copommiacs kpacyHs-mata. Komm Mepi
BUIMAIKOBO BUSBUTH CaJ1 i IPUUCTTUTHCS IO HHOTO, MOYHE BifJ[aBaTH HOMY CBOE TeTl-
JI0, YyAOBHHN CaJl 3MIHHUTS i1 HE TUTbKHA BHYTPIIHBO, alle i 30BHI.
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MCUXOJIOTTYHUI KOH®JIKT B POMAHI CO®Ii AHJIPYXOBUY
«OEJIKC ABCTPISA»

Y NOBCSKIEHHOMY XHTTI CJIOBO «KOH(MIIIKT» 3aCTOCOBYEMO JI0 IIUPOKOTO KOJIa
SIBUIL — BiJl 30pOMHUX CYTHUOK 1 IPOTUCTOSIHHS PI3HUX COLIAILHUX TPYI JI0 CITYKO O-
BHX 200 MOJPYXKHIX PO3XO/KEHb Y TyMKax. HasuBaemo KOH(ITIKTOM CIMEIHY cytie-
peuKy, BICBbKOBI i, JUCKYyCii B IapJIaMeHTI, 3ITKHEHHs BHYTPIIIHIX MOTHBIB, 00O O-
THOY BIACHUX OaXKaHb 13 MOYYTTAM 000B’ 513Ky TOI0. KOH(IIIKT, Sk TOJOBHA pyIIiiiHa
cuiia, MoOyTye SIK y peaJbHOMY JKUTTI, TaK 1 B Xyl0)KHBOMY TBOpi. YacTo came mpo-
THUCTOSIHHS, CyTepedka CTUMYIIOIOTh Jil, TOTPiOHI ST pO3BUTKY ITOAABIIHX ITOIIH.
VY CycHniTbCTBI 3aBX/IHM BHHUKAIHM PI3HOMAaHITHI KOHMIIKTA MDK JFOABMH, Bl MDKO-
COOMCTICHMX 1 CIMEHHMX JIO COIaTbHO-KJIACOBHX 1 MbKHapoaHuX. Jloau, cTukato-
YUCh 3 TUMH YW THMH KOJi3iIMH, [0 BHHHUKAIM MDK HHMH, 3HAXOJHIA METOJ0M
po0 1 MOMHJIOK 3aCO0U i CITIOCOOU YCYHEHHS HEIIOPO3yMiHb.

B OCHOBY CIOXETY XyIOKHBOTO TBOPY KJIameTbcs KOHQIIKT, IO BHCTYIAE
CIPYKUHOIO» Y HOTO pO3BUTKY. JlitepaTypo3HaBYHii CJIOBHHUK Ja€ TaKe BU3HAYCHHS
wiei kareropii: «Kongumikr (nar. conflictus — 3iTKHEHHs, CYyTUYKa) — 3ITKHEHHS TIPO-
THJIKHUX IHTEPECIB 1 MOTJISIB, HAIPY)KEHHS 1 KpaifHe 3aroCTpeHHs CyIepeyHOCTEH,
0 TPU3BOIUTH [0 AKTUBHUX Iilf, yCKIagHEHb, OOPOTHOM, CYMPOBOIKYBAHUX
CKJIaIHUMH KoJ3iiMu. KOHQIIKTH XyJOKHIX TBOPIB 1 peati3yloThesl MEepeayciM y
ctoxkeTi. TOMy CrOKeT TPakTyioTh K (OpPMY XYJI0KHBOTO OCBOEHHS 1 3IHCHEHHS
KOH(IIIKTY. 3aJeKHO Bil IWMHAMIKM 3apOJDKEHHS, BM3DIBaHHS, PO3TOpPTAaHHA, 3a-
TOCTPEHHS 1 PO3B’sI3aHHsI KOH(IIKTY BUUIAIOTH KOMIIOHEHTH CIOXKETY (€KCTIO3HILis,
3aB’sI3Ka, PO3BUTOK [ii, KyJIbMiHAIlsA, PO3B’sA3Ka). XYIOXKHI KOH(IIKT, IK CTBOP e-
HUH TTMChMEHHUKOM EHEPrOHOCIH Xy/I0)KHBOTO CBITY, Ma€ B cO01 3ap0I0K IUTICHOCTI
TBODY, aBTOPCHKOTO CBITOOAYEHHS, ECTETHIHY MOTHBAIIIIO BCiX KOMIIOHEHTIB TBOPY»
[2, 367].

2014 poky micas CeMHUPITHOTO 3aTUIIIIL MOJIOA YKpaiHChKa MUCHMEHHUIIA,
nepekianauka i myominuctka Codist AnapyxoBuu omyOiikyBana pomaH «®Derike
ABCTpisi», KUl y)ke BCTHTI HAPOOUTH rajnacy, OTpUMaBIIH BinzHaky dopymy BuaB-
uiB y JIeBoBi, mpemii «Kuura poxy BBC» Tta «JlitAkuent poky». TBip, y sskoMy aB-
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TOpKa TMOPYIIIye MPpoOIeMU CBOOOIH i XBOPOOIMBOI 3aIKHOCTI, BIIIaHOCTI i Ma3 0-
XICTCHKOT JKEPTOBHOCTI, JIFOOOBI (CECTPUHCHKOI, OaThKIBCHKOT, EpOTUYHOT) 1 HEHa-
BHCTI, PEaTbHOCTI Ta TF03il, MpHUBEpTaE yBary CBOEPINHICTIO CBOT0 KOH(IIKTY, 30-
KpeMa TICHXOJIOTIYHOr0. Y TEHTPI PO3MOBIMi — JIBi KIHKH, Pi3HI 32 TIOXOJKCHHSIM,
yrmogo0aHHAMH Ta BMIHHSMH, 30BHIIIHICTIO Ta XapaKTepPOM, AOJISMH, aie MOeTHaH]
HEPO3PUBHHIM 3B'13KOM CIIUTLHOTO 3DOCTAHHSL. IXHE JKUTTA «SK [Ba A€peBa, 1o CILIe-
nmcst croBOypamuy [1, 45]. OgHa 3 HUX Azenst — po3IellieHa NaHHOYKa, IOHbKa IO K-
Topa AHrepa, iHma — Ctea — CIy>KHHIS CTepIIy JOKTOpa AHIepa, a 3roJIoM i Horo
JTOHBKH 3 40JIOBIKOM. Po3moBins Benetbes Bin iMeri Ctedu. Ycs icTopis — cBOepinHe
BiOOpaXXCHHS CBITY 4epe3 Mpu3My MmodyTTiB Ta eMolliii Ctedu. B i1 ycra aBTOpKa
BKJI3/Ia€ OCHOBHY JYMKY POMaHY: «...JIFOAU 0a4arh Te, 0 CaMi XOUyTh MOOAUYNTH»
[1, 231].

Y pomaHi sicKpaBo BUP@KEHHH ICUXOJIOTTMHUI KOHMIIKT, SIKMI ONPHSBIIOETb-
cs Kpi3b npu3My cBitomocTi cayxuuii Ctedu. Moro cBoepinuicTs momsrae B Tomy,
10 BiH o0y j0BaHMH Ha LTIO3i{, SIKY CTBOPIOE roJjioBHa repoins. ITicyst moskexi, yHa-
ciinok sikoi Cteda ocupoTina, omikyBaTucs Heto ctaB Joktop Anrep. Creda i Anens,
p3HI «gK HeOO i3eMirs» [1, 29], 3pocTamu pa3om, Haue JBa epeBa, CIUICIHUCS CTOB-
Oypamu, cTaju 3ry0or0 OHa JJIsl OJTHOT, OCKUIbKH HE MOTJIM TIOBHOIIHHO KUTH U PO-
3BuBarucs. [liciss cmepTi mokTopa AHTrepa, CIYKHHUII TMPOTATOM YCi€i pO3MOBImi
CTBEP/IKYE, M0 0arbko Ajeni MpoxaB HE MOKUAATH Horo mnouky: «Jlokrop Awrep,
KU, TIOMUPAIOYH, TPOXPHUIIB 10 MEHE 3/1epeB’ THUTMMH, HIOW BUMAICHIMHU Ball-
HOM, Iopernanumu yctamu: «Bu 3 Aznenero — sik aBa gepeBa, 110 CIUIeNUCst CTOBOY-
pamu. [Togymaii po Hel, noaymait mpo cBoe xuttsi. Ctedirto, T061 Oy/e Baxko, ane
JlociyXalcst 1o MeHe: TH Mycuir Aneni ciayxuti». Kinenp ¢pasu s Bxe pajiie Bij-
rajaja, HbK no4yna — y KyTHKax JJOKTOPOBOTO pOTa BUCTYyNWIA MmiHa...» [1, 96]. Sk
BITOMO, BHYTPIIHLOOCOOWCTICHUH KOH(QIIKT NPU3BOAMTH IO IOSIBH MDKOCO-
OucricHoro, sikuii BuHuKae Mk Credoro 1 [lerpom, wosoBikoM Axeni, sikuil xoue
no30yrucst Ctepu y cBOEMY I0Mi, ajie BOHA 3aMiCTh TOTO, 00 3aJMIINTH POAUHY
CKoJuKiB, TIPOJIOBKYE BilZiaHO CiIyuTH Aneni: «l sika ) y MeHe HikueMHa HaTypa!
3aMicTh TOTO, 100 IMOJATHCH CBIT 32 04l — Y MOHACTUD, Y KOMITAaHHHOHKHU SKIACH
cTapiil MaHHI YM Ha iHITy CITyOy — s HECKIHYEHHO TEpPILIIO IIi IPUHMKEHHS, Tep e-
JKOBYIO CBilf OUTh 1 THCHYCS IO KYTKaX, SIK BCOTE MOOUTHIA cobaka, SIKuit 00m3ye py-
KU rocrioyiapeBi. Ane sk g miny? Sk mokuHy Anemo? Apke sk BOHa mporane 0e3
mene!» [1, 107].
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Creba Morma © BIAIITYBaTH CBOE OCOOMCTE JKUTTSI, HANPHKIAM, TTOB'SI3aBIIN
CBOIO 10JI10 13 BenBenem, adbo npairoBaty B HaKpalyx pecTopaHax CBITY, OCKUIbKU
BOHA Majia HeaOMsIKi KyJiHapHI 3AI0HOCTI: « S TUIbKM XOTIB CKa3aTH, — MPOJIOBKYBaB
BIH CITOKIHHO TOBOPHUTH MEHI HaB3/IOTiH, 1 HOTO HU3BKHH I'0JIOC HE TOHYB HaBITH C e-
pen MPOHU3NIMBHAX KPHKIB BYJIMYHHX TOPTOBIIB, — IO HEAapMa MPO Bl TaJaHTH
XOIWTH Taka ciaBa! Bu mormm O rotyBatu iy, 10 sikoi Oymm © oxoui i apXUKH:3I, 1
NpOCTI JI0/H, 1 Bci 6 BaM AsikyBaju 1 Bac miHyBamm» [1, 175]. Ane BoHa He mMoria
IIbOTO 3pOOUTH, OCKUIBKH CIIpHHMAaE CBOE CITyXKIHHS AZieri SK 000B'A30K 1 00IISTHKY
JIOKTOPY AHIepy, IKOMY BOHA YK€ BJISTUHA.

KymneMiHaMiitHOT BepIIMHU PO3BUTKY BHYTPIIIHEOOCOOUCTICHIUA KOHMIIKT 110-
CSAra€ TOJI, KOJM CIY)KHHUISI HABMHUCHO YMTAIOYH IIOJACHHUK AJeni, mo0 Mi3HATHCS
TpaB/Iy MPO 1X CTOCYHKH ¢ 0THeM HMocudom, Ji3HaeThes Ipo Te, Mo T0KTOp AHTep,
SIKWI 3aMIHUB i OaThbKa, YCBIMOMIIIOBAB HEraTWUBHI Hachimku 30mmkeHHs Ctedu i
Aneni, XBOpoOIHMBOi 3aeKHOCTI OCTAaHHBO1, HABITh JIAMHUHN OYB TICIS OAPYKEHHS
fioro monbpku 3 Ilerpom, Binmarn Credy Ha OMIKYHCTBO mMacTopy: «S mOMMIMBCS 1
HaikoAuB. HarikoimB Hacamrepes BiacHiil JOHBII, PO 4ui IHTEpEeCH MOBUHEH OYB
nbatu Halmyxde. HamkoawB TakoX 1 Tiii HECBIMOMIN OiMOJAIIIL, KA MUTTEBO OBO-
JI0/IVIa MECTELTBOM 0a4uTH BCE TUILKH Tak, sIK 11 3py4Ho. S 3aHen0aB ix 000X, mo-
PUHYBIIH Y CBOIO MEIUUYHY TPakTUKY» [1, 193].

Creda ycBITOMIIIOE, 110 JIMIIIC BOHA CaMa BUHHA B Tiil UTt03ii, SIKy CTBOpMIIA y
CBO{il TOJIOBi, KOJM NO-MAa30XICTCBKH IOYKEPTBYBAJIA BIACHUM JKUTTAM 31
CITy)KIHHSI JIFOJIUHI, SIKY BBa)KaJla CBO€IO cecTpolo: « Sl cama coOi cTasa UIro3ioHICTOM,
SKUA BBOJWTH B OMaHy, 1IyOJIKOIO, IIO 3 OXOTOIO MiIAaeThes TImHO30B» [1, 162].
OTxe, KOH(ITIKT CTIPUSI€ PO3KPUTTIO IIEHHOTO 3alyMy pOMaHy, SIKMi aBTOpKa OIp U-
SIBITIFOE Yepe3 BUCIIB ntosioHicta Epnecta TopHa: «... 101 0avath came Te, 10 XO-
4yTh. JItoau macimBi oOMaHIOBaTHCh. 3a0epH y HUX UTI03110 — I BOHU PO3HECYTh BECh
LICH CBIT HA JAPY3KU: MMOBCHI, MOXKEXKIi, HemacTs. Jlumie Ha U1ro3ii, Ha oOMaHi caMux
cebe TpuMaeThCsa 3eMHHN TOpsAAK...» [1, 148]. Imo3ifo cCTBOPIOIOTH cami JIFOH, SKi
CTalOTh OJHOYACHO W (POKYCHHKAMHU, i OJYPEHUMH TJIsIIa49aMH.

[cuxonoriunuii KOHMIIKT HE MIr TIOBro TpuBaTh y cBinomocTi Ctedu, ToX BiH
y PSIMOMY CEHC1 CTIaJlaxye, MpsIMYE J10 PO3B'SI3KH, KOJIM BiIOYBa€eThCs MOXKexkKa B Oy-
nuHKy Anemi # Ilerpa, yHacHimoK CBapKW MK CIYy)KHHUIICIO W TTAHHOYKOIO Ha THI
HapoJukeHHs1 Aneni, koim Cteda HecipaBeUIMBO 3BUHYBATWIIA 1i B POMaHTHYHOMY
3B'13Ky 31 cBaennKkoM Mocupom. Takum YMHOM, 33 JOTIOMOTOK0 06Pa3y-CHMBOITY
MOXKeX1 BiIOyBaeThCsl pyiHYBaHHS UT03iil: «To OCh YoMy MEHI Terep Tak JIErko.
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Iramka Buerina 3i cBoel kimitku. Kamiap ymas 3 mymi» [1, 240]. Kpim Toro, dinan
pOMaHy € BIIKPHUTHM, IIO Ja€ 3MOTY YHTAa4eBi CAMOCTIHHO JIOMHCJIUTH 1CTOPIIO TO-
Janbioi qom ciyxauii Credu.

Omxe, poman Codii AunpyxoBud «Dermikc ABCTPis» Mae sICKPaBO BUPAKCHUH
BHYTPIIIHIN TCUXOJIOTTIHAN KOHQIIKT, TOOYAOBAHUI HA UTIO3IIX CITYKHUII, IKUHA €
HACKPI3HUM EIIEMEHTOM TBOPY. BiH € rOJIOBHUM «IBUTYHOM) CIOXKETY pOMaHy, a Ta-
KOXX CIpUsIE TIMOLIOMY PO3KPHUTTIO XapaKkTepiB MEPCOHAXKIB Ta ineioro 3amaymy
MTCHMEHHHUIIL.
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TPAJMLIT AUTSYOI JITEPATYPH B KA3II EJIT HECBIT
«THE ICE DRAGON OR DO AS YOU ARE TOLD»

TBopwu, MpU3HAYCHI IS AiTeH, He 3aBXKAH MOOYTYyBaNH B HALIOHAJIBHUX JIiTE-
parypax. [Ipabarbkamu «IUTSYUX» KaHPIB HalvacTie Oyiu eneMeHTH (GoJIbKIIO p-
HOT TBOpUOCTI [4, 9]. CkazanHs, jerenan, Mihu — Bce 1e mepenaBanocs 3 MOKOJIIHHS
B [TOKOJIHHS, PO3IOBiIaIOCsI BEYOpAMHU Y BOI'HHMIIL 1 KaMiHIB, 3MIHIOBaJIOCs, 00pocTa-
JI0 HOBUMHU TTOAPOOUISIMH, a TI3HIIIE CTaJ0 3aUCYBATUCS 130epiraTucs i Maioy-
THIX MTOKOJIIHb.

Omxe, quTsva Jiiteparypa — Lie JiTeparypa, CreliaibHO pU3HaYeHa Jisl IiTei
70 15-16 pokiB i 34ifiCHIOE MOBOIO XyJOKHIX 00pa3iB 3aB/IaHHSI BUXOBAHHS 1 OCBITH
[2, 14]. ToBOpsiuM HIIMMH CJIOBaMH, 1€ XyJI0KHI TEKCTH, a00 CIIEI[aIbHO HAIUCaHi
JIETKOTO 1 3p03YMLIOI0 TUTHHI MOBOTO, 200 aJanToBaHi Uil TUTSIOTO PO3YyMIHHS.

[Io/10 OCHOBHUX O3HAK JUTSIYO] JITEpaTypH, TO BOHU MPAKTUYHO BUILTHBAIOThH
3 BU3HAYCHHS:

. HASsIBHICTH OYJIb-KOTO MOBYAIBHOTO MOTHBY, iei abo Mopai;

. CIIPOIICHE 300paKeHHS PeaTbHOCTI, «3TJIaKyBaHHD HEMOTPIOHMX IMO-
JIpOOHIIH;

. HAsBHICTh HaJANPHUPOJHOTO, MAriYHOTO ACIMEKTy, HAIUICHHS TepOoiB JIH-

BOBIKHUMU 3JI0HOCTSIMU 1 MOKJIUBOCTSIMU;
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. cymyTHE rpadigHe 0(hOPMIICHHS TEKCTIB, IO CIYKHUTH [ 3aMaHIOBAHHS
IOHOT'0 YHTa4ya, NPHUILEIUICHHS HOMY IHTepecy O KHUTH 1 10 YNTaHHs B PUHIMIMI [ 1,
13].

Jutsiaa niteparypa BUKOHYE Psiji BOKIMBUX (DYHKIIIH, PO SIKi MM BBOKAEMO 32
notpidHe 3ramaru. Lle:

* po3BakaJibHa (DYHKI[S: SKIIO TATHHA HE 3aIliKaBJICHA, Bl TAKOTO PO3BUT-
Ky Ta BUXOBaHHs He Oyje edekty [5].

* BHXOBHA QYHKIISL: y JUTIYUX TEKCTAX IPUCYTHI OCHOBH 3arajlbHOJIIO ACHKOT
MoOpati i 6a30BUX MPABWII JKUTTS B CYCTIUILCTBI.

* ecTeTHYHA (QYHKI[S: KHUTA MMOBHHHA TNPUIICTIHTH ICTHHHUNA XyTOXKHIA
CMaK, JUTHHU HEOOXITHO 3HAHOMHUTH 3 KPalMMK 3pa3kaMy MUCTEITBA CJIOBA.

* mi3HaBaJibHA (YHKILS: BCTAHOBJICHO, IO 10 CEMH POKIB JIFOIWHA OJCPIKYE
70% 3HaHb i TUBKH 30% — 3a Bce MOANBIIE KUTTSA [5].

B xixmi XVIII cTomiTTs BUAUMBCS KaHp JIiTepaTypHOi Ka3KW, TOJIOBHUMH OC O-
OJIMBOCTSIMH SIKOi OyNM HasIBHICTh KOHKPETHOTO aBTOPA, HE3MIHHOTO TEKCTY, 3adik-
COBAHOTO y MUCHbMOBIN (opmi 1 Haityacriie OuibIoro oocsry [3, 15].

[epexonsun 10 MOCIHIMKEHHS TPAIUIA AUTIIOT JTEpaTypu Ha MPUKIALIi 0 0-
paHOi HaMH Ka3KH, XOTUIOCS O 10YaTh 3 TEMHU Ta inel boro TBOPY.

OCHOBHOIO TeMOK Ili€l Ka3KH € ONM3BKUM KOXKHI TUTHHI aKT HEMOCIYXY,
BYMHOK BCYIIEpEY CJIOBaM JOPOCIHX. ['0JI0BHIrepoi He CIUTABIIKCH 3aJIUIIAIOTh CBIif
IBip 1 WayTh Ha momryku [liBHIYHOTO TOJFOCA, TIPOTE OMMKYE 10 KIHI iCTOpil BOHH
JKAJIKYIOTh TPO CBIiil BUMHOK: «... but now they began to be sorry they had done what
they were told not to ...».

O1xe, MMCbMEHHULS HEHAB SI3JIMBO MIABOUTH IOHOIO YMTa4Ya 10 FOJ0BHOT ixel
— JIyMKH PO Te, 110, HE3BAXKAIOYH Ha BC1 CIIOKYCH HE MOCTyXaTHCs, Kpalle BCe-Taky
BYMHUTH CaMe TaK, SIK CKa3aHo. B oMy IposIBIIsI€TCS TpaAULiiHE ISl Ka30K MOp a-
JIbHE HAIIOBHEHHs1 a00 MOBYAHHS, SIKE MIITBEPKYE IEBHY MOJIEIb OBEIIHKH.

Kpim toro, icTopis Buuth qoOpoceps i criBuyTTs. Lle mposiBisieThes B eIti3 0-
JlaX, Jic TOJIOBHI 'epol BIIMOBIISIIOTHCS AOTOMAraTu 3yCTPIBIIMMCS TM 110 10PO3i JIt0-
nsM BOuBaté TBapuH: « 'Oh, I could not!" Cried Jane. And while George was
explaining to the collector that they would really rather not, Jane opened the blue

folds of the butterfly net, and asked the moth quietly if it would please step outside for
a momenty.
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BianoBinHo, Ka3K0I0 BUKOHYEThCS IPUTAMAHHA [[bOMY JKaHPY BUXOBHA (pyH-
KIIisl, [0 BUPAXKAETHCS B 3a0X0YCHHI TAKUX SIKOCTEH sIK MOCIyX 1 100poTa, OJIHAK, HE
3arepedye Mpu MbOMY 3BUYARHOI TUTSAI01 MyCTOTIMBOCTI, BIACTUBOI i TeposM.

TBip «Kpmxkanuit n1pakoH» TakoXX MICTHUTh B c0o0i meBHHI 00car (GoHOBUX
3HaHb, 1110 CIIPHUSIOTH PO3LIUPEHHIO KPYro30py 0HOTo unTada. Ile i3ranka npo JleHb
Tlas ®oxca, i JAeski MOAPOOUIT HABYAHHS B 3aKPUTHX IIKOJAX, 1 3TajKa MPO TakKe
NPUPOJIHE SBHUILIE SIK MIBHIYHE Cs1iBO: « He had been to school, so he knew that these
were only the Aurora Borealis, or Northern Lightsy.

OTKe, MOXHA TOBOPHUTH IPO 3IHCHEHHS Ka3KO10 Mi3HABAJIBHOT (YHKILi.

Ille onmHiet0 TPaAMIIHHOI PHUCOIO TUTSIUOI JHTEPATYpPH B IOCITIIKYBAHOMY
TBOpI, 0€3CYMHIBHO, € HAsBHICTh MAariuHUX E€JIEMEHTIB, BJIACTUBHUX XaHPY (heHTe3l.
Le i To#t He3BUYAWHMIA IUIAX, IO IKOMY HiTH moTpamwiv Ha [liBHIIHMI mosroc, 1m0
BiOYyJMCS 3 HUMU TIOJIii, 1 3araIKOBI THOMH, 1 TBAPHHU,IIO TOBOPSATH i, HAPEIITI, caM
00pa3 apaxoHa, IO JaB Ka3Ili Ha3BY.

3a paxyHOK JMBHOTO CIOXKETY 1 3aXOIUTIOI0UNX YapiBHUX IPUT0JT y TBOP1 BUKO-
HYEThCS1 OCHOBHA (DYHKILSI UTSIYOT JiTeparypy — po3BaxaJjibHa. Yapu, sk moch He-
3BiaHe 1 He BJIACTHBE HABKOJMIIHHOMY CBITY JWTHHH, 3aBKAHM BHKIMKAIOTH IlIKa-
BICTP 1 IHTEpEC, a BIMMOBIIHO 1 IPUBAOJIIOE FOHOTO YUTaYa, OCOOJIMBO 32 HAsSBHOCTI
TepoiB, 3 TKUMH BiH JIETKO MOXE ce0e aCOIIFOBaTH.

300pakeHHs IIMX MEPCOHAXKIB MEPETYKYETHCS 3 CAMOI0 OCHOBHOIO TPAIHUIIIEI0
JIUTSYO1 JHTepaTypH, a came 3 THM, 10 TepOoil MOBUHEH OyTH OMM3BKHUI 1 3pO3yMITHIA
YUTAYCBi, a TAKOXK Mae MAaTW MMO3MTHUBHE 3a0apBJICHHS, TOOTO OYTH «XOPOIIUMY» i
«TIPaBHILHUM.

CrTBOpHBIIM JBOX repoiB pi3HUX ctareid, HecOir 3podmia ka3Ky yHiBepcaib-
HOIO Y TeHJIEPHOMY acIieKTi. ¥ 1ux 00pasax JIerko BraJlyloThCsl pUCH CEPEIHbOCT a-
TUCTHYHUX JIiTeH YaciB muchbMeHHUIL HaBith iMeHa 1M 0OpaHi HAWMONIMPEHINI —
Jlxopmk Ta JIKEeWH — Tak 10 JUTHHA JITKO MOYKE 3HAWTH B HUX JIPY3iB.

AHTaroHicTaMy BHUCTYIAIOTHh YapiBHI icTOoTH — sealskin dwarfs, mo mocniBHO
MOJKHa MEePEKIIACTH SIK «THOMH 3 TIOJICHSUOT WIKipn». Y Mepexiiaji e He TyXe Kp a-
CHBE CJIOBOCITOJIyIeHHS OyII0 3aMiHEHO Ha «MOPCHKHX KOTHKIBY», III0 YaCTKOBO TIep e-
Jla€ CEMaHTUKY OpUTiHaJTy, OJIHAK BTpavyae YapiBHUM €NEMEHT, aJKe MOPCHhKi KOTUKH
— IIe peaNbHO ICHYIOUi TBAPHUHHU.

B po3po0mi cBoiX HeratmBHUX nepcoHaxiB HecOir miikom HacmimyBama Tpa-
JIULIIIO: [l THOMH € YHCTHM 3JI0M, 1110 He Ma€ Oy/1b-SKUX MO3UTUBHKUX CTOPiH. Maroun
HaMip 3a JIOTOMOT'OK0 JIpPAaKOHA 3HUIUTH BCIX, KpiM ceOe, BOHU pOOIIATh Ie HEe I
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AKOiCh KOHKPETHOT METH, a TIPOCTO 31 310CTi: « ‘The dragon will wake up and go and
eat everybody in the world except us’.

‘WHATEVER-DO-YOU-WANT-HIM-TO-DO-THAT-FOR?’ yelled George.

‘Oh — just for spite,” bawled the dwarfs carelessly — as if they were saying,
Just for funy.

OpHi€r0 3 HAUTOJIOBHINIMX TPAAMIIHHNX CKIIQI0BUX Ka3KU 3aBXAH OyJia Has B-
HICTh TepOIB-IIOMIYHHUKIB, SIKI PSATYIOTh OCHOBHHX MEPCOHAXKIB y BaKKI MOMEHTH, a
TaKOX TIOTIM caMi IPUXOJATH 10 HUX Ha JOMOMOTY. Y HOCIIDKyBaHIH Ka3mi e Ka3-
KOBI TBapuHHM, 10 MOXyTh roBoputu: White Grouse (bina Kypinka), Arctic Moth
(ITosspra Mouts) i1 Ice Dragon (Kpwkarunit [IpakoHn). Crix 3ayBakuTH, MO0 KOKHA
TBapHMHA-TIOMIYHAK MOJKE HaJaTH JIMIIC OAHY MOCayry. L{s yMOBHICTh TEX rIMOOKO
TpaauiliiiHa, OUTBII TOTO B Ka3Ili BITIYBAE€THCS BIUIMB MAariqHOTO YHCJa TPU — XapaK-
TEpHOTO (POJBKIOPHOTO MOTHBY.

OTxe, mIOMBAIOYN CBOEPIMHUI MIICYMOK, MOYKHA CKa3aTH, IO TPAIMIIi 1 Xa-
pakTepHi 0cOOIMBOCTI Ka3KOBOTO kaHPy BHpaxeHi B TBopi Exir HecoOir «The Ice
Dragon, or Do as You Are Told» nyxe sickpaBo.

BIBJIIOTPA®IYHI ITOCUJIAHHS:
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H. I. Hexpacosa, H. I'. Bemnirina

MUTELD I MUCTELTBO B POMAHI M. KAHHIH'EMA
«[IOYUHAETHCSA HIY»
[IpobOnema MexaHIKM B3a€MO3B’s3Ky MHCTELTBA 1 MUTIl, a TAKOXK BTUICHHS
XYJI0’KHBOI PEATbHOCTI MUTIIEM 3@ JIOTIOMOT'00 YCiX MOXIIMBHX 3aC00IB BUPA3HOCTI
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Oyna akTyalbHOIO B OyIb-sKy iCTOpHYHY abo jireparypHy emoxy. IIpobmemam xy-
JIO’KHBOT BUPA3HOCTI 1 MICIFO MUTLS B CYCTIUTLCTBI MPUUISIN YBary TpelbKi MUCIH-
teni (ITmarton i ApicToTens), BaXXIMBY pOJb MUTII TaKOXXK BifirpaBaid y JTeparypi
CepennboBiuusi, PeHeccancy, 6apoko, peaiizsMmy, pOMaHTH3MY, MOJCPHI3MY 1 IOCT-
MoepHi3MY. Mutenb — 00pa3 i 0COOHCTICTD, SIKa CYNMPOBOKYBAJIA TIOAUHY B YCiX
acrekTax ii »uTrd [2].

e mocmimkeHHs MPUCBAYYETHCS aHATZY 00pa3y MUTLS B €MOXy IIOCTMOJEP-
HI3MY Ha IPUKIIaJli pOMaHy Cy4acHOTO aMepUKaHCHKOTO NMMChbMeHHUKa Maiikina Kan-
HIHrema, aBTopa mecTH poManiB — «byanHok Ha kpato cBity» (A Home at the End of
the World 1990), «ITmots i kpoB» (Flesh and Blood, 1995), «I'onuam» (The Hours,
1998), «Bubpani nui» (Specimen Days 2005), «Ilounnaerscst Hiu» (By Nightfall,
2010), «Cairosa xoponesa» (The Snow Queen, 2014).

VY cBoix pomanax KaHHIHTeM po3Msigae pi3Hi aCIEKTH JIIOACHKOTO JKUTTH, 1 B
pomani «IlounHaeThCS HIY» MUCHMEHHUK MPHUIUIMB JOCTATHHO Oararo yBaru cydac-
HOMY MHCTENTBY 1 HOT0 BIUIMBY Ha CYCHUILCTBO, @ TAKOXX MPOOIIEMi MICIst MUTIA 1
HOTr0 BJaCHOTO MHUCTELTBA Yy CY4aCHOMY CBITI.

MucTtenTBo MOCTMOJEPHI3BMY € MECTEITBOM [ETAICH, HIOAHCIB 1 HAIIIBTOHIB.
BoHo He nperenye OyTH «BEIMKUMY, «BIYHUM MUCTEITBOM». BoHO "acTo 3a10Bo0-
JBHSAETHCS MATUM. Y HBOMY € BCE, ajle IK OM B MIHIaTIOPi: HE HAATO BEJIMKI MOYYTTS,
MOMIpHI PUCTPACTI, CKPOMHI lyMKH. BChOMy TiJIHECEHOT'0, 3HAUHOTO 1 IPaHJII03HO-
r0, BOHO HaJa€ TepeBary ipoHii, mapoiii, HaCMIIIIIL, XKapTy, TPOTECKY.

Jlyis MUCTETBa MIOCTMOJICPHI3MY HE ICHYE HITKUX MPaBIJI )KaHPY a00 CTHIIIO.
Moro He 3ynMMHAIOTH Hi CYHepEeUNMBICTb, Hi aMOIBANCHTHICTh, Hi HE3B'A3HICTH, Hi
3MIMIaHHS CTWIIB 1 KaHpiB. [TocTMOIEpHICTCHKI TBOPH HEPINKO BUTJIISIAIOTH IHBHU-
MU TiOpUIaMH, B SIKUX MOJIEPHI3M MOEIHYEThCS 3 KiTueMm [1].

lonosuuit repoit pomany M. Kanniarema «IlounHaerscst HiY» HE BUIIAAKOBO
CTaB caMe TUM IIEPCOHaKEM, KU KHUBE BCEPEAHI MeXaHi3My MHUCTEeUTBa. BiH jxuBe
HUM, BiH OJM3BKUI 3 HUM, BiH 3HAXOJUTHCS B MOCTIHHOMY MOIIYKY HOBOTO 1 HaBITh
PO3MIPKOBYE MPO CTape — TAKUM YMHOM KaHHIHTeM TOKa3ye YUTAueBl TC, HACKUTHKU
OMM3BKIM MHCTEITBO CTAJIO MO BITHOIICHHIO 0 3BUUaiiHoi onuHi. Exdpacuc Baswy,
3 SIKOIO TOB'SI3aHa JIiHis TOIIYKY Xy/I0’KHHKa [litepoM cTae mpekpacHUM NPUKIAI0M
TOT0, HACKIUIBKY CydacHa JIIOIMHA HAOJIMKEHA 1O MUCTELTBA. MHCTEITBO CTANI0 Yac-
THHOIO CYCIUILCTBA, 3JIMJIOCS 3 HUM 1 IIepeciIjiye HOoro y BCiX acreKTax HOro yKHTTS.

© H. T. Benirina, H. I. Hexpacosa, 2018 pik
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MucTenTBo MOYHWHAETHCS 3 PEKIAMHHAX BHBICOK, IapOiid Ha BiIOMi IIUTATH 1 CKiIa-
JlaHb OYKETIB, 1 3aKIHYYETHCSI TUM, 1[0 MU 0a4MMO B My3esix 1 ranepesx [3].

Came ToMy B IKOCTI TOJIOBHOTO T'epos, X04 1 BUOpaB apT-Iuiepa, 40JI0BIKa,
OarbKa 1 MepeXUBalOdy KpU3y JIIOAUHY, aje, MOpyY 3 YCIM I[UM, BiH CTa€ THUM, XTO
MaKCUMaJbHO HAOMMKEHUH A0 uwrtada. [litep BUKIAmae cBOi AYMKH y JOCTYIHIN
(hopMmi; pO3MIPKOBYIOUH IIPO MUCTEITBO, BiH HE BIAETHCS 10 SKUX-HEOYIh CKIATHIX
1 HE3pO3yMUIMX MOAPOOHIIL YUCICHHUX TeXHIK. [litep TOBOpUTH (1 MUCIHTB) TIPO MHU-
CTEUTBO TIIOOAILHO, MEPEMINIyIoud HOTO 3 acreKTaMH CBOTO JKUTTS. BumankoBuii
MIepex0 KN, TTOMIYEHHH 3 BIKHA MAIIMHM i Yac MPOOKH, ParToM I1epEeTBOPIOETHCS
Ha OJTHOTO 3 repoiB J[xoiicoBoro «Yiiccay, B ToJoBi camoro [litepa yacTo 3By4arh
PAAKH TMiceHb a00 YPUBKH BIPILIB, a T€, K Mepel YuTayeM 300paKyIOThCsI IIEBHI Ia-
M'ATHI MOMEHTH 3 JKUTTS TOJIOBHOTO T€pOsi, CTBOPIOE JOJATKOBI BI3yallbHI 00pa3u.

Outside the cab, pigeons clatter up across the blinking blue of a Sony sign. An
elderly bearded man in a soiled, full-length downcoat, grand in his way (stately,
plump Buck Mulligan?), pushes a grocery cart full of various somethings in various
trash bags, going faster than any of the cars [4, 11].

Anro3ii Ha sKi-HeOy/Ib SBUINA, TBOPU UM KOHIENTH MUHYJIOTO — L€ T€, IO Ja€
repeBary MoJICpHi3MY Ta 3BUIBHSIE Cy4acHOTO aBTOpa BiJ| IOTPEOU JIeTaIbHOT XapakK-
TEPHUCTHKH OMHCYBAHOT0. ABTOPY JIOCHUTH MPOCTO BIUIECTH OaKaHUH KOHLENT B KO H-
TEKCT, a YUTa4 BKE CAMOCTIHHO HOTO MPE3EHTYE Y CBOTH ysiBi.

JMBHO, 110 32 YMOBH BCHOTO PO3MAITTS MHCTEITBA y BCIX HOTO MPOsIBax, SIKi
otouyroTh [litepa, HoMy Tak BayKKO 3HaiTH pedi, siki 6 ailicHO Horo Haguxam. [Ipo-
OyreMi HaTXHEHHA 1 KpU3W MUCTENTBa KaHHIHTEM TeX MPUALIIE TOCUTh 3HAYHY Yac-
THHY pOMaHy — He/lapMa roJIOBHUH repoi Tak 0araro yacy MpoBOAMTH 32 poOOTOIO.
Tyt BaxkmBo Big3zHauuTH, mo [lirep, cam He ABISIOYNCH MUTLEM, € THM, XTO 0e31o-
CEepEIHBO MOB'SI3aHNUH 3 HUM — 1 BCE LI€ JIMIIE JIJISL TOTO, 00 rOJIOBHUMN Tepoii 1 KoH (-
JIKT OyJaM MakCHMaJbHO MOB'si3aHi ojuH 3 oauuM. [lo cyri, Ilirep mir 6u Oyt He
apT-IUIIEPOM, @ PEIAKTOPOM, MEHEIKEPOM, MUCbMEHHUKOM, JIFOAMHOIO, LIO NP ALOE
Y BUJIaBHHIITBI — ajie ToA1 He 0yJ10 O BUJIHO TOTO, SIK CYCHUILCTBO YKUBE LY -O-TIIY 3
muctenTBoM. Ilirep ctaB «Ilirepom» mpocTo anst TOro, MO0 YHWTad Mir HOCTAaBUTH
ce0e Ha HoTo MicIie 1 3p03yMiTH, SIKi TPOOJIEMH MUCTETBO TIEPEKHUBAE B CydaCHOMY
CBITL

OnHiero 3 po0OIteM, HapiBHI 3 BU3HAHHSM, CTaja IMPOOJieMa iCTHHHOTO MUTIIS.
SIk mpaBuiIo, TBOpYA JIOAMHA — Lie IOCH MiTHECEeHe, HapeabHe, 3a IPaHHIO JIIOJIC b-

KOTO pO3yMIHHSI. 3BHYAHHUI MTepexX0kKnii, T00aunBIIM Oy/Ib-IKUI BUTBIP MHUCTETBA,

139



L.

YU TO CTaTys, KapTUHA a00 SKU-HEOYIb HIIMIA 00'€KT, HAIIEBHO 3aMHCIUTHCS — a SIK
’Ke TBOPEIb LI,OT'O TBOPY A0 LLOTO JToAyMaBcsi? SIK XyJOKHHUK 3MIl' HAITMCATH KapTH-
Hy? SIK CKyIbITOP 3MIr cTBOpUTH Birypy? SIK MUCHhbMEHHUK 3MII' HAIIUCATH KHUTY?

Ane aist TOro, MO0 3aayMaTHCS PO BUTBIP MUCTEITBA 1 IPOIIEC HOTO CTBO-
PEHHs, BapTO AJIA MMOYATKY 3HAUTH MUTIL, IKA O CTBOPUB TaKWil BUTBIp, KUK OH
3MYCHB TJIs1/1a4a 30CepeIUTH Ha HhOMY CBOIO yBary.

VY pomani Kanninrema ¢irypytoth sik BUrajaHi, Tak i peanbHi MuTIi. BaxkiiBo
BI3HAUNTH, IO TakWii NMPUHOM — TEPEIUIeTeHHsI BUT'aJJaHuX 1 peabHuX Qiryp — €
B)XJIMBOIO PHUCOI0 MUCTEIITBA MOACTMOIepHI3BMY. CydacHi IHCTASIII 1 OM-apT TEXK
CTBOPIOIOTHCS 3 MarepiajiB, SKi iCHYBaJM 1 IPOJAOBKYIOTh ICHYBaTH, ale X CEHC y
TOMY, 100 PO3TaIlyBaHHS ICHYIOYHX 00'€KTIB y MEBHIA (pOopMi HAIUTHIO TX HOBHUM
3micToM. Tak B AKOCTI IPUKIAAy B pOMaHi 3ragyeTbes mocTath emieHna ['epcta ta
fioro 3nHamenuta The Physical Impossibility of Death in the Mind of Someone
Living.

The Physical Impossibility of Death in the Mind of Someone Living. Yes. It’s
something [4, 45].

@irypa I'epcra, ormocepeaKxoBaHO NPUCYTHS B poMaHi, Oe3repeuHo, 300paxye
BU3HAHOTO MHTILI, BimoMoro i tajaHouroro. 11lo0 y unrtaua B 1ibOMY HE BUHUKIIO
CyMHIBiB, KaHHIHreM He 1apMa BUKOPHCTOBYBAB B SIKOCTI IPHKIIALY PEaTbHO HAsIBHY
dirypy.

I'podd, Ha mpoTuBary Xepcty, He Ma€e pealbHOTO MPOTOTHITY. BiH 0HHH 1 110-
KM IIIe He Ha0yB HACTUILKU IIMPOKOT momyssipHOCTI. | Baza, sika cTae oro €auHO0
MPUCYTHROT B pOMaHi pOOOTOI0, CTaE THM CAMUM MOPOTOM, MPOMIIOBIIH SKUH MU-
Telb OTPUMAE 3aciyxeHe Bu3HaHHs. llle He BU3HAHHS MMMPOKUX Mac, aje BXKE BH-
3HaHHs (DaxiBIB Ta JIOJIEH, sIKI pO3yMilOThcs Ha MucTenrTsi. [loGaumBiim podoTy
I'podda, Hioro Buznae sik Ilirep, Tax i NPUCKIMIMBA 3aMOBHHUIIS.

“Nice,” Peter says. “You think?”

“I'do,” Carole answers.

“You ve looked at it up close?”

“Oh, my, ves. It made me blush, and I don’t think I've blushed since, oh,
sometime in the mideighties” [4, 193].
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OYEPKOBAJ IMTPUPOJA ITOBECTH B. KO3JIOBA “I'OITHUKHN”

[lepenomMHble MOMEHTHI HMCTOPUHM KapJHHAIBHO MEHSIOT OOIIECTBEHHOE
YCTPOMCTBO, MUPOBO33PEHUE U MOBEAEHUE JIOJAEH. B MCTOpUM HBIHEMIHUX CTpaH
CHI" sto Obum OKTSOpbCKas PEBOIIONMSA, “OTTENENb”’, MEPUOJ 3acTOs, a MOCIe
u “mepectpoiika”’ 90-x — 2000-x TogoB. B 3TH mepmonbl aKTyanu3upyercs >KaHp
ouepKa, MpU3BaHHbII 03 IPUKPAC ¥ ABTOPCKOTO CyObEKTHBU3MA OTIHCATh IIPOHCX O-
JisIIe COObITHS. ABTOPBI-0UEPKUCTBI OKA3bIBAIOTCSI CBOETO POJIa PEBU30OPAMHU CYIIle-
CTBYIOIMX IOPSIKOB, HAIJBIAHO W OTCTPAHEHHO MPEICTABISIOT KApTHHY pealni,
MOMYTHO Pa3BEHYMBAs MPEKHUE HJICOJOTMYESCKUE YCTAHOBKH, MCKYCCTBEHHO CO-
3/IaHHYIO WIUTIO3MIO JIeHCTBUTENbHOCTH. 90-¢ Tomsl XX CTOJIETHS CTAaHOBSTCS IS
pyCCKOﬁ KYyJbTYPbl 3HAaKOBBIM IIE€PHUOJOM, TaK KaK MOAHATBIC TEMbI U CPCIACTBA
UX BBIPAKEHMS IO-HOBOMY OTKPBIBAIOT MHP, TIPEXK/IE CKPBITBIN MPOTAraHon, Haeo-
sorusarueii u MudoJioru3auei xku3Hu oomectra. JKaHp Xy10KeCTBEHHOTO COIHO-
JIOTMYIECKOTO OYepKa, OMHUCHIBAIOIINN OOIIECTBO U €TI0 COIMAIbHBIEC TUIIAXKH, aKTy a-
JIM3HUPYETCS; €ro CIIOCOOHOCTD K IPSIMOMY M PETPOCIIEKTUBHOMY, B TO e Bpemst (o-
TorpaduuecKoMy B3Iy Ha (DaKThl CTAHOBHUTCS BOCTPEOOBAHHOM.

Onuum n3 takux ¢ororpado snoxu cranoBurcs B. Koznos, ony0Oinkosas-
umii B 2002 rony cBoii cOopHUK “I'ONHUKK”, U3 KOTOPOTo HauOOJIBIINIA UHTEPEC B
PacKpBITHH HACTPOCHUS SMIOXU NPEICTABISIET OAHOMMEHHAS MTOBECTh. B cTpemMiieHnu
IMMO3HAKOMUTL YHUTATE/IA ¢ MUPOM, XOPOIIO €My 3HAKOMBIM U3 IE€TCTBA, aBTOP Hapy-
MIAET CJIOKUBIIMECS IUTEPATypHbIe TpAAULH. OOBEKTOM Xy0KECTBEHHOTO aHaAH-
3a aBTOpa CTAaHOBSITCS TOITHUKY — OJ[HA M3 MapTHHAIBHBIX cyOKynbTyp CCCP, yepes
MHPOBO33PEHUYECKYIO MapaJurMy KOTOPOil OIEHEHbl MHOTHE aCTIeKThl CONMAIbHON
JKU3HA KOHIA 90-X T010B. ['OTHUKY HE 3HAOT JKaJIOCTH U HE CTPEMSTCS K Pa3BHUTHIO,
UX MHUP — 3TO IPUMHUTHBHbIE B3aHMOOTHOLICHUS, TICUXOJIOTHUS U OBIT; UX 3aKOH — 3TO
3aKOH YJIMIIBI U ABOpaA. 'OTHUK — 3TO 1EepBOOBITHBIN YEIOBEK, CTOSIINN Y 00JIOMKOB
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Pa3pymIEHHOTO MHUpPA, a )KU3Hb «HU30B» Ha CaMOM Jielie Kya OoJiee rps3Hast | IIp H-
HIDKCHHAs, YeM OTPakaloch B COBETCKOM colMaibHOM Mude. B takux npoussere-
HUSX, Kak “['omHMKH”, IMUuTepaTypa HaXOIUT IyTH BBIPAKEHUS TABHO HAOOJIEBIIIX
TEeM, MCII0JIb3Ysl HETPAINIIMOHHBIE cpeicTBa. KpUTHKM 0TMEUatoT OeCIIprCTPaCcTHBIN,
TUIMEHHBIN KaKUX-TH00 CTHIMCTHYECKUX YKpamleHWH TOH aBTopa [4], METOAMIHO
U TIO3TAITHO ONTUCHIBAIONINH )KU3Hb KaK TOITHUKOB, TaK U 0OILECTBA, JTOCTOHHOTO CBO-
ux oburarenei — rpyObIX, TIYNbIX U )kecTOKHUX. JIJis mucaress riaBHOM 3aiadeii cra-
HOBHTCSI CTPEMJICHHE OYEPTUTh COLIUATBLHBINA MOPTPET «TOITHUYECTBA» IPENEIHHO
TOYHO, HAUWHAsI OT MHUPOBO33PEHUYECKOH YCTAHOBKH, COLMATLHON XapaKTEepUCTHKH,
MICUXOJIOTHIECKUX 0COOCHHOCTEH 10 0COOCHHOCTEH P CUH.

OnuceiBasi Mup ronHUKoB, B. K03710B 0 JTHOBpEMEHHO pacKpbIBAET JABE 3aauH:
3HAKOMUT YHUTATENs C CYOKyJIbTYpOH PYCCKOTO TOTHHKAa M, 4TO Oosiee BaXHO,
HarJsIHO JIEMOHCTPUPYET Kpu3uc oOmiectBa HakanyHe Ilepectpoiiku. B mepBom
Cily4ae CTOUT OTMETHTh, YTO TOMTHUKU — 3TO €IMHCTBEHHAs He3ama Hasi CyOKyJIbTY-
pa, moJtydmBIIasi MaccoBoe pacrpoctpanenue B CoserckoMm Corose, a rmociie u cTp a-
Hax CHI'. MccnenoBaTeni-conmoiors Nopoii Ha3bIBalOT FOMHUYECTBO “()EeHOMEHOM
cpenu Mosonéxu” [2, 126]. Bropoii myHKT TpeOyer Oojiee neTaJbHOTO aHAIN3a, BEAb
B. Ko3znoB He cTpeMutcs K «Bay-3GQexTy» U JlaKe He aKICHTUPYET BHUMaHHE Ha
npobiieMe CyIIeCTBOBAHUS TaKOW CONMAIbHOM MPOCIIONKH, Kak romHukd. OH maér
IIOHATH, UTO npo6neMa HC HOBA, 4YTO TC MCPCOHAXKHN, KOTOPHIC HA MOMCHT ITOBECTB O-
BAHUS yXKe SBIITFOTCS B3POCIIBIMU JIFOIbMH, )KUBYIIIMMH MO OOIIECTBEHHBIM 3aKOHAM,
TOJKE paHblle ObUIM TOITHUKAMHU: “A Belb J0 apMHHU caM ObLI TaKUM, KaK BbI. S| BbI-
poc Ha Pabouem. Cipocure y maranoB nioctapiie. S Toxe 3a PaGounii ma3mn koraa-
T0. Besikoe OBIBaIO”, — TOBOPUT YYACTKOBBIN MILTAIIUH [3].

Teker ¢ukcupyer “kapTHHKY” TOpoOJa, IJie “Ha OCTAaHOBKe BhlliapanaHo “Pa-
6ounii — cunal!” u “Beipa ypon”, “Ha KaxI0M 3Taxe pailoHo — noptper JIbicoro B
00opaHHON paMKe”’, OTIIMYUE LEHTPAIHLHOHN YJIUIIBI OT PAiOHHBIX B TOM, 4TO “OHa
MOYHIIe, GOPIIOPHI TOOEIEHBI”’, HO B TO JK€ BPEMS U TaM HEM3MEHHBIC “00 0JpaHHbIC
MATHATAXKHN, @ “B MyCTBIX BUTPHUHAX BUCAT MOJIKpAIllCHHbIE CBEXEil KpacHOM Kpac-
Ko 1urakatsl K [lepBomy mast” [3]. KpacHOpEUHBEI pEIUTKH TepoeB, 00CYKAAIOMX
JIOCTOMHCTBA paiioHa: “Xopolme KOCTH — U BCEro Mo pyNb-TpUALATh... Jla, Marazu-
HBI 371ech xopomme. Cam pailoH OTBpAaTHTEIbHBIA — U3-32 XUM3aBOAA 3TOTO, Hy, U
KOHTUHI€HT COOTBETCTBYIOIIUM, a Mara3uHbl — Hu4ero” [3].

B ouepkoBoii noect B. Ko3oBa OecripucTpacTHO OTpaKeHbI peaii TOro
BpPEMEHU — TOTANbHBIA AeduuunT, dapioBka, 6nar. BBUIy MpoI0BOILCTBEHHOTO H
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MaTepHaTbHOTO KpU3nca ObUTH pacTpoCTpaHEeHbl TIOAIOILHOE IIPOU3BOJICTBO M TOP-
roBist onexaoi (“CeromHs MaTepuan — 3aBTpa INTaHbL. Tpuanare pyosiei, a eciu
JOKUHCHI, TO TaThaecsat [3]). Ilo 6maty MokHO «qocTaTh» rnaBHOe (“A rae oHa Oe-
per «uepHUIo»? — cupammsaio st Ha ynuue. / B BuHHO-Bog0uHOM. OHa Tam Bcex
3HAET, paHblle paboTaia, MOKa He MOMEepin 3a MbAHKY. JlaeT um pyOineit nBagarTh
wm naTbaecsaT B Mecsir” [3]). [ToBcemecTHO dapiryroT 3apyOeKHBIMH BUICOKACCETa-
MH, JKBaYKOH, OEKI0H U APYTrUMH Ae(PUIUTHBIMH 3apyOeKHBIMH TOBApaMH.

JKu3Hp camMHMX TOITHHMKOB Bpalliajach BOKPYI IMOTPEOHOCTEH ‘‘HasparhbCsi-
MOJIpaThCsI-0TOAPaTh . JlemeBblii MOPTBEHH « ArjjaMm» 4acTo YIIOMUHAETCS B TIOBECTH
KaK 3HAKOBBIM HAIIUTOK TOMTHHUKOB. JleTabHO OMHMCAHBI JpaKd ‘3a pailoH” Kak die-
MEHT CaMOYTBEP>KACHHUS B CONIEPHUUECTBE C APYTUMH MOTMTHUKAMU U3 COCEAHUX paii-
OHOB W TIPEICTaBUTENAMHI He(OPMAIBHBIX IBIKCHUH (ITAaHKH, METAJUTHCTHI). B mro-
O0M 001IeCTBE TOTHUKH MIIYT O0Jiee CadbIX M YSI3BUMBIX JIIOJIeH, U3/I€BAIOTCS HaJl
HUMH, JeMOHCTpUpYs cBo& mpaBo cumbHOTO (“OH maer k Kyne. Tot xBataer ero:
«Ecth!», a Bok MaxeT eMy roBHOM pykH, TOoToM poT. Bee pixyt, KyHs cpsiBaer rain-
CTYK, IUTIOETCSl U IJIa4eT, pa3Ma3bIBacT IO JIMILY CJIE3bl, CIFOHU U MEJIKHE KyCOUYKH
roBHa” [3]). ['omHUYECTBO CTAHOBHUTCS CIIOCOOOM OThEMa JICHET («CTPSCTH» BO3JIE
Mmaras3uHa). Brpouem, cyap0bl y FOITHUKOB TOKE IOCTATOYHO CTAaHAAPTHBIC JUIsl [ aH-
HOW COIMAIbHOM MPOCIOWKN: OMH pa3OMBaeTCsl HA MOTOLMKIIE, APYTOW OTHPABIIS-
€TCsI Ha 30HY C “TOBCIICHHBIMU ™ [ICJIAMH, IIITIYIIHUKA UIYT pPabOTaTh HA 3aBOJI, I10-
BTOPSISt CyAbOYy MpeabAynmx noxosneHnil. IIoHATH s T00BM MOAMEHSIOTCSI YUCTOH
¢usmonorueii: “Her takux 6a0, KOTOpBIE HE JAIOT, - TOBOPUT OJIMH U3 T'€POEB MOBE-
CTH, - €CTh TOJBKO TMAIaHbl, KOTOPBIC HE YMEIOT MOTPOCHUTH .

Mud o cyacTIIMBOM )KU3HH COLMAIIBHO 3alMIIEHHOT0 paboyero kiacca orp o-
Bepraercs Ha IpUMepe CeMbH, CKY4EHHO JKUBYIIEH B KOTJa-To OECIUIaTHO MOJIy4YeH-
HoM kBaptupe: “Cuac nocuurar. 51, Mamala, cecCTpyxa, Majbliif, BTOpOIl Maiblil — OH
ceifuac B cany, Oarbka u cecTpo#0. Beero cemb uenosek... barbka Ha cBoeM xum3 a-
BOJIC HA OYCpPENN CTOWT — Ha pacumpenune’ [3].

B ycnoBusix coumanbHOTO HEOJIAromnoaydusi CeMeHHbIe CBSI3U pa3pyIIatoTCs.
[lpramHa — MBSTHCTBO «OTIIOBY», a MMOTOM U chIHOBeH (“‘baTrbka TBOI BCce BOAMI I Y-
3eii, Bce MWK, WK, TToKa Jonuics. Teneps Thl — CHadaja MOXKpaTh, IOTOM BBITHTH,
motoM ormoxmeruThes. .. [3]). IlopTperHas rajepes «OTIOBY, IHIOIMIX OT Oe3HaIern
n Oeccuims, ¢ pororpaduueckoil TOYHOCTHIO ITPEACTaBIIEHA THcaTeNeM. 31eCh U HH-
TEJUMTEHTHBIH KyJIbTIIPOCBETPAOOTHHK, KOTOPBIN TPATUT BCIO 3apIlIaTy HA BHIITUBKY,

W 3aBOJICKOH pabOo4mii, KOTOPHIH BCE HE TOKIAETCS “pACHIMPEHNS” U )KUBET B OJHO-
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KOMHATHOU KBapTUPE € €LIE MECThIO POJACTBEHHUKAMHU — “‘CMOPILEHHBIN MaJleHbKHUI
aJIKalll ¢ HAKOJIKaMHU Ha 00euX pykax”’, U KaKOH-TO yIIOMHHAEMBbIi 3HAKOMBIH, KOTO-
PBI TIOBECWICS Ha YepAake TMOcie ABYXHedenpHOro 3amos [3]. 3adacTyio B 3THX
YCIIOBUSIX UMEHHO KEHIIMHBI, MaTepH B3BAJIMBAIOT Ha CE0S TSHKENBINA TPY3 CEMEHHBIX
obs3anHOCTEH (“S paboTtaro ¢ yTpa M0 Bedepa 3a KOTEHKH — MATHACCAT MOTyIKH,
MSITHICCAT aBaHCA, — a BBl ATOTO HE IIEHUTE, YTO ThI, 4T0 OH” [3]). Ho MopansHast me-
rpajanus U UX He OOXOAMT CTOPOHOH. B HMHMYHBIX pa3sroBopax repoeB MOBECTH,
TOYHO TIEPEAAHHOTO YINYHOTO MaTa O KEHaX U MaTepsX IMHcaTelb BUIUT BECh yKac
0OBIIECHHOCTH MEMJICHHOH Nlerpajanuu odiectsa: “beipuHa Mamaria Hu4ero... Bo-
o01me, y Hee cuac #0BIpb ecTh. Kakol-To HagampHIK ¢ XUM3aBoaa”, “A 94To THI AyMa-
emb, oHa He OyftnoBana? br#moBana, koneuno. Thl eme Manbiii ObuL. C TpakTop u-
CTOM, TIOTOM C Tpy3uHOM» [3].

3HAKOBBIM JJIS ITUCATENST CTAHOBUTCS TIOJI0KEHUE B HIKOJIHLHOM 00pa30BaHUH.
JlakoHMYHAS OTIEHKA “Xy/IIas MIKOJIA paiioHa, a ApeccupoBats yMeroT  [3] oka3bIBa-
ercst MapKEPOM JUIsl BCel CUCTEMBI cpeiHero oOpa3oBanus. He TOJBKO yUeHHUKH, HO U
MHOTHE YUUTENIs UCTIBITBIBAIOT HEHABUCTh K Pa3IaKEHHOW CUCTEME U CAMUM YCJIOBU-
SIM pabOTBI C TOMHUYECKUM KOHTHHT'€HTOM: ... HeHaBuANT Hally MIKOJIy M BCEX Hac.
[TocTosinHO oper Ha Hac: «UTo BBl 32 MIUOTHI Takue, 4To 3a ae0mibl? [Iponerapun
HeJI0/IeNTaHHbIe, BOT YTO 3HAUUT pabounii paiioH. OHO CKOTOBBE». Sl mymana, Takoe
TOJILKO B aHek10Tax ObiBaer” [3]. He o0xonuTes B mkose 6e3 BoeHpyka (““...cTapblii
IabKa, 1 MOpZIa KpacHas, KaK y BCeX ajikamei...” [3]) u AupeKkTropa-cagucTa 1o
kimmuke ['ayc (“IloToM BeITalMI KIIIOYX W Hadall Clojla COBaTh, TUIA My4UTh...” [3]).

Bepa B conpanusm yTpaueHa, OHa NPEBPaTHIIACh JIUIIb B 0053aTEIbHYIO HU-
KOMY HE HYXXHYIO 00s13aTeJIbHOCTb ITyCThIX 3a3yOpeHHBIX (opMynmupoBok. Bertyrie-
uue B BJIKCM xkaxk o0s13arensHoe yeaoBue s mocTymiieHus B BY3 npesparmaercs B
MEpTBBI putyai: “Pacckau JeMOKpaTH4EeCKUi LEHTPAIM3M, — FTOBOPHT OJHA... //
JleMOKpaTH4YeCKHiA [ICHTpaIU3M — 3710... // JlanHo, — roBoput HeBenomckwuii. — ['1aB-
HOe, 9TOOBI K paiikomy BeIydmIL. Bee, nan”, “JleMOKpaTHIeCKUi IEHTPaTH3M YIriI?
// Yaun. // OHU CMOTPAT APYT HA Ipyra U CMEIOTCS. SICHO, YTO UM 10 JKOIIBI U IICH-
Tpalu3M, U BCe ocTabHOE . BripodeM, 171 0TBO/IA IJ1a3 yCTpaUBaIIH JIEKIIHH T10 T10-
BOJy “Oyp>Kya3Hoi mpomaran/sl” [3], HO BO BCEX CIIOKHMBIINXCS poOiemMax o0Bu-
HSUTH 3apyOEXKHYIO MY3BIKY, ’KBauKy U IIpOUee.

Ilpn Bceil TOYHOCTH OBITONMCATENHCTBA KPH3MCHOW JIOXH B ITOBECTH
B. Ko3nosaects u Hagexna. Monosast yunTelbHUIA, CMEHUBILAS [IPEXKHIO0 NIEHCH-

OHEPKY-CTAUIMHUCTKY, C OTYadHUEM TOBOPUT CBOUM YUYCHUKAM: “Hy, KaK MHEC BacC
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PacTOPMOIIHTE, Pa3OoyAnuTh OT crstuku?”’ [3], U, MOKET OBITh, KOTO-TO U Pa30OyIuT,
3aCTaBUT 3aAyMaThbCs, 3aXOTETh U3MCHUTL CBOIO KU3Hb K JIY4YIIEMY. B nosecTu yio-
MUHAeTCs KyJIbTOoBas mnepenada BpeMeH llepectpoiiku «B3risiay», na U caM IiIaBHbIM
repoii Bce jKe pelaeT BEIPBaThCs U3 00JI0Ta KTOMTHUYECTBa» W TOTOBUTCS MOCTYIHTH
B UHCTHTYT.

Iosects “I'onHUKN”, HECMOTPS HA CYXOU MOBECTBOBATENBHBIN CTHIIb OCTaBIIS-
€T CHJIbHOE SMOIIMOHATbHOE BIieuaTienue. Brnepseie m3aannas B 2002 rogy, oHa He
naer 3a0bITh 0 coOBITUsAX 1987 roma. O peammsax, HaASKIAX U MOPAKCHUSIX TIep e-
CTpOEYHOT0 BpeMeHH. DU3H0JIOTHYeCKHii 0YepK MPOBHHIMAILHOTO N-CKa, THCaHHO-
r0 ¢ poaHOTO aBTOpy Moruinéaa [1], TO3BOIISET YUTATENIO 3arJITHYTh B MHp, B KOTO-
POM OOHUTAIOT FOTIHUKY (M HE TOJBbKO!), “0e3 cTpaxa, ynpéka u juiiHero 6aszapa” [5].
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A.JI. OBuapeHko

ZKAHPOBA CBOEPIJTHICTh POMAHY MAMKJIA KAHHIHTEMA
«BUBPAHI JTHD»

Maiikn KanHiHreM € oHUM 3 BIJOMHX aBTOPIB-NIOCTMOJIEpPHICTIB. BiH nmovas
JIPYKYBaTH poMaHu B KiHIli XX CTOJITTS, X04a BiH JIPYKYBaB HAPUCH y KypHAJIaX IIe
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pamnime. TBopu KaHHIHTEeMa BUKIMKAIOTh HEMAJO MPOTHUPIY: BOHHU, SK 1 BCI pPOMaHH
MOCTMOJIEPHI3MY, BUXO/SITh 32 3aralibHONPUIHATI paMKH. Y cBOIX pomaHax KaHHiH-
reM He O01ThCSl BUCBITUTH TEMH, SKi paHIIe BBAKAIUCS JOCHTh TIPOBOKaTUBHIMH Ta
HaBITh 3a00pOHEHNMH B JiTeparypi. BiH Takox He 00IThCS TpaTH 3 )KaHpPaMH, 3aIuTy-
TYIOYH YWTaYa i mme OUTbIe — KPUTHKIB Ta PEIICH3CHTIB.

Poman«Bubpani 1H» € Habararo OUIBII CyNepewIMBUM, HDK 3a€ThCsI Ha TIe-
pumii morysia. SIKIo MOpIBHATH BIATYKM PI3HUX JIIOZCH, BOHH, CKOpille 3a yce, 0y-
JIyTh 30BCIM pi3HUMH. B iHTepB 10 0710 «['0tmE» KaHHIHTEM HArojJocuB, 0 HABITh
SKIIO J[BI JIFOJIMHN MTPOYHUTAIOTH OJIHY KHHUTY, BOHH HIKOJIM HE CTaHyTh CHpUiiMaTy 1i
OJTHaKOBO — II¢ BiH Ka3aB MPO MOeHHNKH Bip mxwHil By, i 11i 5k c10Ba MOXKHA Bif-
HECTH 110 OY/Ab-SKOTO 3 HOr'0 POMaHIB.

[eprre mutanssA, Mo 3agae co0i YUTad, BIIEpIIE BinkpuBaroun «BuOpani THD:
I[c POMaH Y¥ TPU PI3HUX POMaHH, MOEHAHI MDK c000t0. | 11e nmime o1Ha 3 6aratbox
JKaHPOBHX CYMEPEUOK, M0 CTOCYIOThCS i€l KHuru. [lepmia ictopist — poOiTHuYHi
pomaH, apyra — aerekTnBHUN Tpuiep. Lo cTocyerscs Tperboi yacTunu, KanHiHreM
«TIPOJIOBXKYBaB OCTaHHI TEHJICHIIIi [IAHOBAHUX aBTOPIB, 3BEPTAIOUUCH JI0 HAYKOBOT
(haHTAaCTHKM, HABITH AKIIO iX POOOTH HIKOJIM HE OMyOJIKYBaJINCs K HayKoBa (haHTa-
CTHKa».

OCHOBHI CyMHIBH BUKJIMKAE IepIIa YaCTHHA. AMEPHUKAHCHKI JIITepaTypO3HaBIIi
ineHTHQIKYOTh 11 K «ghost story», pOCiiCBKOMOBHI K BBa)KalOTh 11 TaK 3BaHUM
IPOMHUCIIOBUM POMAHOM.

Crpasa B TOMy, 10 caM 10 c001 TepMiH «IIPOMHCIIOBUI POMaH» YacTillle B H-
KOPHUCTOBYETHCS CaMe y POCIHCEKOMY JIITepaTypO3HABCTBI. AHIIIMCHKA JIiTepaTypa,
3BUYANHO, Mae MOMIOHUI TepMiH — «industrial novel», ane #Oro BBaXKarOTh OJHUM 3
MIABHU/IB COIAJILHOTO POMaHy 1 YacTillle 3aMiCTh HbOTO BHUKOPHCTOBYIOTH TEPMIH
«social novel».

AJle IPOMUCIIOBUI POMaH BCE K HE €IMHUN CTHIIb, IO TPOCIIIKOBYETHCS Y
il gactuHi. He MoxHa BuIyckatH 3 yBaru ii MICTHUHY CKJIAJIOBY, depe3 sIKy «Y
MAIIIHDY BBAXKAIOTh TaKOXK «ghost story».

3rinso 3 Happenom [IBaiinepom, «ghost story» mMoxke ctatu Oyab-sIKHi Xym0-
JKHIH TBIp 49U Jipama, y sIKiil (irypye npuBu, ado sikMid Xxoda O mpuIyckae ix icHy-
BaHHA a00 Bipy B HUX nepcoHaxiB. «[IpuBum» Moske 3’ ABUTHCS caM c00010 abo OyTH
CTBOPEHMM 32 [OTIOMOTOI0 MAarigHoro BTpy4YaHHS. TakoX MOJMKIMBHM €

«TIPUB’sI3aHUI» TPUBK, HEBIAPUBHUHI BIJI MICLIs, TPeAMETy ado soaunu [1].
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Came takuMm npuBHAOM B «Y MammHD» BucTynae Caitmon. Tak, xoua CaiiMoH
3arvHyB, BiH BCE K € NepcoHaxeM nepiuoi yactTuHu. He diznuHa iforo o0osoHka, He
TiNno, a ayx. Bin — B menansiioni, skuit Kerpin mana Jlykacy, ane tak Jlykacy mmrre
37a€ThCS, aJKE Y IbOMY MeTalTbiioHi poTorpadis ioro Opara. Asie HacTIpaBi BiH — B
MammHaX. Sk 6aTteko JIykaca mepeTBopuBCS Ha MalIHY, MIPALOI0YH Ha (adpwHili Bce
JKHUTTSA, 1 HOTO IOKH, KOJIM BiH KypWB, HarajyBalmu Mixd, Tak i CaiiMOHa MOTIMHYB
CBIT MalMH. BiH cam nepeTBOpHUBCs Ha MAIlHY.

XKanp npyroi wactuHu — Tpuiep-Hyap, iHoal (Habarato pinmre) ii Takox ineH-
TUDIKYIOTB K 1eTeKTHB. «Noir» y nepekiani 3 ppaHily3pbKoi 03Hauae «4opHUiD». BiH
CTaB 0COOIIMBO TOMMYJIAPHUM Y JliTeparypi Ta KiHo(UThMax, sKHaHKpare BiqoOpaxa-
I0YH BC1 TeMHI cTOpOoHM IojicTBa. Hyap — 11e CyMDKHUIA 3 JiTepaTypHUM SIBUIIEM, 11O
otpumarno Ha3By «hard-boiled fiction», Mg SKOTO € XapaKTepHUM TPYOUI CTHIb Ta
HAMpYXEeHUH CroxkeT [3]. Aje Ha BIIMIHY Bill HhOTO, Hyap HE € 3BHYANHUM JICTCKTU-
BOM, 1X TOJIOBHA BIIMIHHICTh Y TOMY, III0 TE€POif HE IPOCTO PO3CIIAYE 3IOUHH — BiH 1
€ YaCTHHOIO 3JI0YMHY. TakoX y IPOTaroHICTIB TBOPIB y JKaHPi Hyap 4acTo CHoCTepi-
Ta€ThCsl CXUIIBHICTD 710 caMopyiHyBaHHS [2].

Yurarouu poMaH Jaii, MOKHA IOMITHTH TaKOX PHCH Tpuiepy. Bin xapakrep u-
3YEThCS, B OCHOBHOMY, HACTPOEM, SIKMH BHKJIMKAE: BITYYTTS] TPUBOXKHOTO OYiKyBaH-
Hsl, XBUJIFOBAHHSI, 3IUBYBaHHSI, IIEPEAUYYTTS, a TAKOXK MIICUICHUM TIOYyTTSM HEIeB-
HOCTI, HEBITOMOTO.

Ha nuraHHs X, IO caMe CTAaHEThCS 13 JIIOACTBOM, SKIIO BOHO NPOJOBXKUTH
CBO€ icHyBaHHs 0€3 Oy Ha MUHYJIE, Ha TIPUPOY, Oe3 cripoOH BinurykaTu y co0i
JIO/ISHE, BITIOBiNae TpeTs HoBema, «SIk Kkpaca». Ii Takosx ineHTHhIKYBaTH SK Ty, 110
MICTHTB Y c001 1Ba )KaHPH, 10 Y CYYacHiH Jiireparypi JOBOJI 4acTO IEPEIUTTAIOThCS,
a came: HaykoBa (paHTacTHKA Ta MOCTAMOKATINCHUC. | IbOTO pa3y HEOUIKYBaHHM Ta, HA
MEepIIi MOTJIs, HEAOPEYHHM, 3/1a€ThCS eJIEMEHT (haHaTHYHOI PeliritHOCTI, puTa-
MaHHHM MTEBHUM TIEPCOHAKAM.

Kanninremy He pa3 nopikajii 3a Te, 10 BiH HaMaraBcs JOJATH J0 POMaHy BCe,
10 MOYKIIMBO 1MOOAYUTH Y JKaHPi1 HAYKOBOT (haHTACTUKH, aOH BUIIPABIIATH HASIBHICThH
HOT0 y CBOEMY pOMaHi: IHOTUTAHETSIHH, IITYIHUHN HTENEKT, aTOMHA BilfHa, IPHU I[HOMY
3Ta/IyIOYH JIMIIE CY9acHHX ASYiB, HE CTBOPIOIOYH HOBHUX, 10 OyNH O aKTyalbHUMH Y
Ti 9acu. 3 MO3uLil KPUTHUKIB caMe HayKOBO1 (DaHTACTUKH, CTAE 3PO3yMLIO, IO Jac Bil
yacy KaHHiHTeM JJ01TycKaB MOMMIIKH, SIKi HEO30pOEHNM OKOM MOXKYTh II00aYHTH MIa-
HYBQJbHUKH Ta aBTOPH, IO TBOPATH Y IIbOMY JKaHP1 — HAIPHKJIAM, BIH PO3MOBiIae
PO JUTHHY, 3a4aTy HOIUIAHETSIHHHOM Ta JIFOJIMHOIO, X04a OUIBIICTh MMChbMEHHHKIB
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IIFOTO YKaHPY 3HAE, IO 3 0I0JOTIYHOT TOYKK 30PY 1€ HABITH MEHIII HIMOBIPHO, HIK ITO-
TOMCTBO JIIOJAUHHU Ta YC€PCIIaxu.

Jlexto cTBepIKye, Mo 1ei poMaH — 30ipKa 3 TPHOX POMAHIB, 1 JIUIIE OJIUH 3
HUX TIPEJICTaBIsIe COO0I0 HAYKOBY (PaHTACTHUKY, ajile BOHH ITHOPYIOTh B3a€EMO3B’ I3KH
MDK TphOMa YacTHHaMH. KaHHIHTEeM 00epeKHO MITKPECIIOE TIeH 3B 130K, JAr0UH e p-
COHa)XaM OJTHAKOBI IMEHa, 10 MOXKYTb JIMIIE TPOXH 3MIHIOBAaTHCS 3aJIKHO Bi 4acy
a60 MepcoHaTbHIX 0COBIMBOCTE MepCOHAXY, 3B’ A3aBIH X xutTsa Hero-Hopkom, a
TaKOX — JISZIBE MOMITHUMH JICTAJISIMU, [0 MaiKe HEMIOMITHO OB’ SI3yIOTh T€pOIB MDK
co6or0. | 0c00MBO BiH HATSAKaE HA Te, MO MOl APYroi YacTUHHU OepyTh Oe3mocep e-
JTHIO Y9acTh y CTBOPEHHI icTOPil TPeThOi YaCTHHU.

KoskHa 3 yacTuH siBisie co0010 NIEBHUI JKaHp, aje JOBOJII YaCTO MOKHA MOM i-
TUTH, O PI3HI KPUTUKK YHAJIEKHIOIOTH KOXXHY YaCTHHY 0 PI3HHX KaHPIB, 9acTO
HECYMICHUX 200 THX, 0 PaHIIlIe HIKOJM HE MoeqHyBaM. [IpomucioBuii poMaH, 3/1a-
Baocsi 0, 3aB’s3aHUN Ha TSOKKIN Tpari, Ha QBUIHOMY, MOETHAHUH 3 MICTHIHOIO
«ghoststory». Hyap — i3 Tpuiepom, eTEKTHBOM, /10 TOTO 3K MICTHTB Y COO1 €IEMEHTH
MICUXOJIOTIYHOTO poMaHy. HaykoBy (aHTacTHKy Ta MOCTANOKAIICHUC Y CBOIO Yepry
Kanniarem rnoeanas 3 peiiriftHIMH MOTHBaMH, X04a YacTO POJIb PEIIril B )KUTTI JIfO-
Jieil y HayKoBIi (paHTacTHIlI MIHIMI3YETBCSI.

3BHUUAIHO, aBTOPU-TIOCTMOIEPHICTH HE Pa3 3ICTABIISUIN Pi3HI XKaHPH, aje 0co0-
nuBicTh KaHHIHIeMa — y TOMy, 10 BiH CTaBUTBHCS 70 KOKHOI'O 3 HUX cepiio3Ho. Bin
HE HAMaraeTbCs Mapo/I0BaTH JKaHPH, HE PO3BIHUATH €Al [IUX KAHPIB Ta HE CIIO-
TBOpIOE 1X. JI0o TOTO X, Cylepeuku MO0 KaHPOBOI MPUHAICKHOCTI ICHYIOTh TaKOXK
yepe3 Te, mo JacTo KaHHIHTeM BKIFOYAE 0 pOMaHy JIMIIE iX eNeMEHTH, 1 HIKOIN Y
«BubpaHuX JHAX» HE MOKHA 3HAWTH TaK 3BAHOTO «YHCTOT0», [IOBHOLIHHOTO YKaHPY.

Tox, po3risHyBiM TBOpH Maiikina KaHnHiHrema, He MOKHA TOYHO CKa3aTH,
SKHH caMme JKaHp BUpaKEHWH HailOuiblie. 3 oIy Ha IIeBHI pHCH HOro TBOPIB, HE
MOJKHa OYTH NEBHUMH HaBITh Yy TOMY, L0 BiH € came IMOCTMOJIEPHICTOM, a He Mpe/i-
CTaBHUKOM TO1 Teuil, sIKy OIHCyBaB XaccaH, 40r0Ch HOBOTO, TaK 3BaHOT'O IIOCTIIO C-
TMOJIEPHIBMY».
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10.0. Ipwuiimax

JKAHPOBO-CTHJIICTUYHI OCOBJMBOCTI JETEKTUBHOI ITPO3U
EJOI'ABA PAMIIO

Enorasa Pammno (CLF)IIELE) — sanouchkuil muchbMeHHuMK Ta KPUTHK, sKuii

BB)XAETHCSI 3aCHOBHUKOM JIETEKTUBHOI'O aHpy B SIMOHIl, Ta 3MIHMB KOHIIENT XY-
JOXHBOT'O CIIPUHHATTS Ta MaHEepy HAIMCAHHS JICTEKTUBHUX TBOPIB SIIOHCHKOT JiiTe-
patypu [2].

Pamrio BBa)ka€ThCsi BU3HAYAIBLHOIO (BIryporo Ui pO3BUTKY JKaHPY, TOMY ILO
BiH €IMHHI, XTO CIPOOYBaB MOEIHATH TPAIUIIil OMOBIi emoxu Eno 3 HaykoBUMH i
JOTIMHHMHM METOIAaMM, NPUTAMaHHUMH KIACHYHOMY 3aXiTHOMy JeTeKTuBy. lle
MOEIHAHHS CTWIIBAIl Ta TEXHIK, CTAPOro Ta HOBOTO, 3aXiHOTO Ta SITMOHCHKOTO
3HANILUIO BiIOOpaKeHHsI B TOMY, ik Pamrio 3miHoBaB 00m4ust TOKio B CBOiX TBOpax.

Pammo OyB MpUXWIBHUKOM TaK 3BaHOI "YHCTOTH JKaHPY', 3aKIMKAIOYU HE
PO3LIMPIOBATH PAMKH TPAJULIMHOIO JIETEKTUBY A0 IMPHUIOJHHUIBKUX 1 HAYKOBO-
(harTacCTHYHMX TBOpPIB. BiH mpaiioBaB y AETEKTHBHOMY aHPi 1O KiHIIST CBOTO YKHUTTA
[1].

Jlis mocimKeHHsT pi3HOOIIHOTO BTUICHHS YKaHPOBHUX 0COOIMBOCTEHN JIETEKTH-

By Oyno o6pano Taxi TBopu: «Ilcuxonoriunuii Tect» ([ERFAER), «Ilnin rpanara»
(B 1), «bmusnrokmy (A R,) Ta «Mariuni yapu micaus» (B BE ).

3a3Buuaii crokeTHa KoMIo3uis TBopiB Exorasa Pammo Binnosinae kaHoHaM,
npote € i BUHATKU. Hanpuknan, onosinanus «llcuxonoriunuid Tect» Ta «biausHro-
KW, B SIKUX MO’KHA CIIOCTEPIraTv CTPYKTYPY PEBEPCUBHOTO JICTEKTHUBY. | BIIIOBITHO

JOTIIli  JMETeKTHBY, pO3Tagka HE 3aBKOId Mae OyTH  CKJIAJTHOIO
«.. DIEEHEREVDSEDE. I LE. EMTENTHDED. —FEDORIEK
RBEEVD. —EOHMZRAR URITNUITERVEDTIFIRS T, LWEED
EERUTHIRICMNITZELDIC, T<KHENRRBACL D TTERAPND L
WD ETT...»[5,77] — «...11106 po3KpHUTH 3104YHH, HE TIOTPIOHO NCHXOJIOTIYHHEX

TECTIB 1 XUTPOMYIPHUX MaIIMH. Sl MPOBIB EKCIIEPUMEHT i 3apa3 po3yMilo, 10 JOCTaT-

HBO 13BUYAWHOI Oecinu...».
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3 XapaKTepHHUX O3HAK JICTEKTUBY y TBOPI HAsBHI MpUHAWMHI 3JI0YHH, BOMBI,
YIiTKO BUBIPEHHH IJIaH JUIsl BAKOHAHHS 1[LOTO CaMOI'0 3JI0YHHY.

[HII acTiekTH EeTEeKTHBHOTO JKaHPY TaKOX IUTKOM BTiIeHI y TBOpi «['panary,
oOcTraHOBKa Oy/i€HHA, TOBE/IIHKA IEPCOHAXIB CTEPEOTHITHA.

VY «Marigaux gapax MiCSIl» € 3JI0YHH, HasBHI )KEPTBHU Ta BOWBIIA, aje CIiA-
CTBa 3a CIIPABOIO SIK TAKOTO Hemae. JlopedHo Oy/e HABITh YHAICKHETH LICH TBIp 10
MZKaHPY TICUXOJIOTIYHUN JIETeKTUB, aJKe HOpPMaM KJIACMYHOTO JICTEKTHBY BIH HE
30BCIM BiIIOBia€, MPOTE B OCHOBI CHOXKETY Ta CKOEHHS 3JIOYHHY JIEKATh MCHXO-
noriuHi npuHmumi. CrovaTky TBOPY HaM PO3TOBINAIOTH KIOUOBY JAETAIb IS P O-

3YMIHHS TOTO, SIK OyB CKOEHHIA 3JI0YHH

«HIILRFERTDDEENLWWTE, ABINFERTDDEENLHDFE
AR. FERFABICEYILERUARREZ. WBEMBE5RET oz INE
EZTHDEMNTI Ky [6, 388] — «Komu nmepeapakHioe Masra, 1ie KyMeIHO.

Ane SKIo Take poOUTH JMOAUHA ... Aje K OOTH 1 TIoJel HAIUTIN THM K€ IHCTUHK-
TOoM. HaBiTh 1orymaryt CTpamiHo».

3a JOMOMOTO¥O ITi€] 3aYilKK YUTAY ITOTIM IIOBUHEH 3pOOUTH BUCHOBKH, Ta CaM
3pO3YMITH, K OyJI0 CKOEHO 3JI0YHH.

Buie Bxe Oyno 3a3Ha4ueHo, o PaMIio Bce CBO€ JKUTTS MMUCAB Y IETEKTHBHOMY
JKaHpi Ta MpomaryBaB HOro YHCTOTY, 3aKIMKAIOYHM aBTOPIB JOTPHUMYBATHCS YHCTHX
TpaAMLIN xaHpy JaeTekTuBy. [IpoTe, He3BaXKar04M Ha CBOIO MO3UIIIIO 11010 )KaHPOBO-
T0 TUTaHHA, caM PamIio TPUBHIC 10 CBOIX TBOPIB PHCH TPAIUIIIHHOTO STIOHCHKOTO
JITEpaTypHOTO JKaHPY, KA Mae Ha3BY KaiilaH (pO3MOBii PO KaxJIMBe), SIKUil Oepe
CBIlf OYATOK Ile 3 JAaBHUHU. 30arHyBIIM 1€ JIMIIIE HANPUKIHIN KUTTs1, Pamro Biac-
HOPYY PO3JUIMB CBOI TBOPH Ha JIBi KATEropii «YUCTI JETEKTUBMY» Ta «PO3TIOBIII PO
HKAXIIBEY .

VY TBOpax, yHaJISKHEHHX IO KaTeropil «pos3MoBimi MpO >KaxXJIMBE», 3aBXKIN
(birypye poMaHTHUHICTb, IppalliOHAIBbHICTh, MOTOMOIMHICTh, TAEMHUYICTh, MICTHKA.
Cronn yBifimum «MaHIPIBHUK 3 KapTHHOIO», «MariaHi gapu Micsis», «JIroanHa-
kpicio». o cyri, 1ie AeTekTHBHI omnoBinaHHs, ajxe Pamro 3poOuB 3 HUX YapiBHI
MicTudikarii. 3BiICH MOXHa BHIUTUTH IEPIIy OCOOJMBICTE aBTOPCHKOTO CTHITIO
Pamno. fxuii Ou #oro TBIp MW HE NMPOYMUTAIM, HACKPI3HUM € BiTUYTTS 4OTrOCh
MOTONOIMHOTO, HE3TOPOBOTO, BCIOAN MPUCYTHIN ASIKUNA pOMaHTU3M [3].

e MoxHa M0OaYNTH y CHELiaIbHUX CUMBOJIAX, 1110 BUKOPUCTOBYE aBTOp. Ma-
HekeHH («MaHIpIBHUK 3 KapTHHOIO», «MaridHi 4yapu MicsIs»), MTy4HI oYl
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(«Marigni yapu Micst», «I paHaToBUi TNy ), Ta HAWOUTEII — A3epkaio. Llef cum-
BOJI BCEJISIE MICTUYHUI ’KaxX y ceplis repoiB Ta yuTaduiB. Mosxe 3/1aThcsl, 10 A3epKaio
a00 I3epKaitbHI TOBEPXHI CHMBOJBYIOTH KasTTs, aJkKe caMe y BitoOpakeHHI TH MO-
JKelr ToOauuTH ictTuHHOTO cebe. Tema n3epkan € MarictpansHoto y Pamro. [le oxaun
SICKpaBU{ TPUKIIAI — OMOBiTaHHA «JI3epKajbHE MEKI0», M0 He BXOIUTH A0 30IpKu
«IIcuxonoTHUIA TeCT», IUIKOM NPUCBSIYEHE KOIIMapy A3ePKAITLHUX BiTOOpaKeHb.

JIzepkajio — mpeaMer, IO TPOXW BIIUMHSE BIKOHIE Kpacu IH(pEpHAILHOTO
cBity. HaBiTh y HaliOUIBII parioHabHUX TBOpax Pammo xoya 6 mMmuMoxomoMm Oyxe
MPUCYTHIH HATSIK HA ICHYBaHHS MOTOWOIYHOTO CBITY.

[puramannoto nus Enorasu Pammo ¢popmoro mrucbMa € mpo3a, a CTHIeM — pH-
TOPHUYHICTb, Y CBOIX TBOpax BiH CXMJIbHHUH 10 CKJIAJIHUX OIHUCIB, KOHCTPYKIIH, Ta
0co0IHBO — 70 TepeOiTbIeHs a00 MOBTOPIB I HaTaHHS OUTBIIIOTO 3HAYCHHS CKa-
3aHOMY a00 HamucaHoMmy. PaMIio mpuTaMaHHWN CKIQMHUA THIT KOMITO3HII, SK
Hanpuknan «I'paHaToBuil iim» 3 HOTO MOTPiHHMM JHOM, abo «MariyHe MicsaHe
CSIBOY» 3 Hellepe10adyBaHuM KiHIIEM.

Hopeuno Oyzae 3BepHytH yBary Ha Koropo AKeTi HACKPI3HOTO MEpCcOoHaxa
TBOpiB EnoraBa Pammo. Bin He cX0kuii Ha TUITOBOTO TepOs IETEKTUBHUX TBOPIB —
TeHIS-CIIIYOTO, SIKUi B Oy/Ab-sIKill CUTYyallil 3Hali/ie TpaBUiIbHY BiANOBink. ['epoii Pa-
MIIO 30BCiM HE Takuil. Y AKeTi HeMae BHIIYKaHOCTI 1 CBITCHKOTO JMCKY JlforeHa, sk
HeMmae 1 OmcKy4oi, BipTyo3Hol rpu po3ymy lllepioka Xonmca. Pamno Haazsu4aiino
CKYTIO OITHCYE CBOTO TepOs: HalsICKpaBiIia 1eTalb, [0 KOUye 3 TBOPY B TBIp, IIe «Bi-
YHO pO3MaTiiaHe BOJOCCS» 1 HEe3MIHHA IPOHIYHA MOCMIIKA. AKETi MOJIOJHMH 1 — 10
MO>KHA BU3HAYNTH JIUIIIE 32 HEMPSMUMH 03HAKaMH — &K HiK He Oaratwii. BciM cBoiM
BUTIIIZIOM BiH Haragye CTYIEHTa, CTYIIIO€ Tpalli 3 KPUMIHATICTUKU Ta TICUXOJIOTIi B
yOoOriid, 10 MpOoTIKae i yac AOIIB, MaHcapai. He Oyne nepeOuibIieHHsIM CKa3aTy,
1m0 06pa3 AKeTi MOPOIKEHUH SITOHCHKUM CYCIUTbCTBOM.

oo cTwmizarii, 3po3ymino, 10 TBOpU Pamro Oyiau CTHI30BaHI i JCTEK-
THB 3aXiTHOTO 3pa3Ky, a ocobmmBo — min TBopu Enrapa Amana Io [4]. Ane cTtuniza-
wiss Pamno Hocuth ocoOnuBHMiA XapakTep, Bcs SImoHis Toro yacy OynyBanacst 3a
MIPUHITUIIOM: «Oepu YHeCh, A0aaBail cBoe». B SAmoHil HaA3BUYaHO CHIIBHI 3aXHCHI
MEXaHI3MU aJIanTallii 1 BIPKUBAHHS TPAIUIIHHOTO, HAIlIOHAIBHOTO, 1110 HaM 1 IT/ITB -
pouB Pamrio, imeanpbHO MO€THABIIM B CBOiX TBOpaX 3aXilHI TPAOUIIil Ta AMOHCHKY
JKaHPOBY CaMOOYTHICTH BiH CTBOPHB I'eHIalIbHI IIIEIEBPH JIITEPaTypPH.
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3ACOBU ®OPMYBAHHSA EMOTHUBHOT' O ITIPOCTOPY BITIOBICTI
I'. J)KEMMCA “THE TURN OF THE SCREW”

3a I'. IxeiiMcoM 1 cepeq JiitepaTypo3HaBIliB 3axoay, i B KpaiHax CXITHOC-
JIOB’ STHCHKOT'O PETiOHY B)KE TABHO 3aKPINHIIACS PEITyTallisi BU3HAHOTO KJIACHKa, Maiic-
Tpa TOHKOTO ICUXOJIOTTYHOTO aHAI3Y, MHTI, SIKUHA BITKPUB HOBI 300paKyBalibHI
MOXJIMBOCTI pOMaHy Ta HOBEJIH.

Ha tepenax nireparypo3HaBCTBa CXiIHOCIOB’ STHCHKHX KpaiH J[kelimca TpuBa-
JWi 9ac po3IIBLIay SIK XyJOXKHHUKa-peanicta. OQHAK OCTAHHIMH YacaMM I TOYKa
30py BimuyTHO 3MiHWiacs. Tak, BiqoMuil yKpaiHCHKHHM JTepaTypO3HaBelb
C. M. Ilpuroziii roBOpUTH MPO Te, 1110 JKeiMc, 0COOIMBO y 3pUTHii epio 1 TBOPUO C-
Ti, HAOJIMKAETHCSI 1O MOJIEPHI3MY 1 XapaKTepHU3ye HOTo CTHIIb K IMITPECiOHICTHYHUH
[7].

BrumB ecTeTndHMX 3acaj iIMIPEcioHI3MY CITil BOadaTH mepeayciM y ToMy, 1o,
Ha BiIMIHY BiJl TIepEeBaKHOI OUIBIIOCTI CBOIX JITEPaTypHHUX CY4YaCHHKIB-pPEaNiCTIB,
Jlxeiimc He BipuB B e(eKT 00'€KTUBHOCTI, BBKAIOUM HOTO HEMHHYYE YMOBHUM. BiH
OyB NepeKoHaHMM, 110 BPKEHHS 3aBK1AH Cy0'€KTUBHE, a 3HAYUTH, PO CYBOPY J10C-
TOBIPHICTh KAPTUHH HE JOBOUTHCS TOBOPHUTH. P0O30DKHICTH 00pa3iB peasbHOCTI, 1110

CKJIQ/IAl0ThCS B KOXXHOMY IHJIMBITYaJbHOMY CHPUHHSTTI, HEMHHYYa MHOXXHHHICTBH
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BepcCiif OJTHOTO 1 TOTO XK (PaKTy — B 3aJICKHOCTI Bl TOTO, KAM 1 5K IIeH (hakT ycBimoM-
JroeThes, — y JIkeiiMca (0c00IMBO B TOPY 3PUTOCTI) 1151 IPOOJIEeMaTHKA BXKE OCMHUCIIC-
Ha K BUKJIIOYHO NPUBA0JIMBA I Xy[OKHHKA, 10arato B YoMy 3aBJIsKHd HOMY BOHa
3T0JIOM 3aiiMe Take BayXJIMBE Miciie B poMaHi XX cTomitts [3].

[osicte «IToBOpOT rBUHTa» Oyia CTBOPEHA y TaK 3BaHUU «CepeaHiil mepiom»
tBOpuOCTi (1890-1900-T1 pp.) — Yac CMUIMBHX €KCHIEPUMEHTIB Y jKaHpax «KOPOTKOi
MOBICTDY YM «JI0Broro omnosinanus». Came y upomy mezaespi I'. Jhxelime ynockona-
JMB CBOIO TEXHIKY I'epOs-0I0Biava 0 BIpTyo3HOCTI [7].

AHaJi3 eMOTHBHOI JiekcHKH MOBICTI «[IoBOpOT rBUHTaY J1ae ysiBiIeHHS Tpo Oa-
raTuil miarma3oH eMOIIil, sIKi CTBOPIOIOTH CKJIAIHI MICUXOJIOTIYHI IIOPTPETH MIEPCOHA-
XKiB, GOPMYIOTH MOJIITOHAIEHY EMOTUBHY CEMAaHTHKY IIbOTO TBOPY.

Hacammnepen, 1t popMyBaHHSI EMOTHBHOTO IIATEKCTY, L0 BUPaXKa€e IICUXO0JI0-
TIYHAN cTaH MoauHY, J[)KeliMC BUKOPHCTOBYE JIEKCHKY Pi3HHX CEeMAHTHYHHX I'PYI.

30Kpema, TOeTHYI0UN 0a30Bi €eMEHTH TIOETHKNA POMAHTH3MY Ta IMITPECiOHI3-
MY, BiH aKTHBHO BBOJIUTB Y TEKCT KOJIOPATHBH:

“...the clustered treetops over which the rooks circled and cawed in the golden
sky” [8, 13];

“But as my little conductress, with her hair of gold and her frock of blue,
danced before me round corners and pattered down passages, I had the view of a
castle of romance inhabited by a rosy sprite, such a place as would somehow, for di-
version of the young idea, take all color out of storybooks and fairytales” [8, 17]. 3a
JIOTIOMOT'O0 JIEKCUYHUX OJIMHHIb Ha IO3HAUYEHHs KOJILOPY aBTOP Nepe/iae Bp aXKCHHs
3a4apOBaHOCTITOJIOBHOI T€POiHI TROPY aTMOC(heporo CTAPOBUHHOTO OYIMHKY 1 3aM -
JyBaHHSI CBOEIO IOHOIO YUEHHMIICIO.

3 orsiAy Ha HAsBHICTH y MOBICTI BUPA3HUX KAHPOBHUX O3HAK 2OMUYHO20 PO-
MaHy, 110 OyB HaJ3BHYal{HO IOIYJIPHUM B aHIIIHCHKIH Jitepatypi XIX crT., ams
CTBOPEHHS EMOTHUBHOTO €(DeKTy TMChbMEHHHK IMPOKO BUKOPUCTOBYE JICKCHUYHI OJ1H-
HUIII P3HOT YaCTHHOMOBHOI NMPUHAICKHOCTI, IO TPAHCITIOIOTH CEMAHTHKY 3JI0Bic-
HOCTI, Kaxy, CMepTi:

all the rest of the scene had been stricken with death [8, 30];

a figure of quite as unmistakable horror and evil [8, 55];

Not a word — that’s the horror [8, 55];

It came to me in the very horror of the immediate presence that the act would
be, seeing and facing what I saw and faced [8, 152];

it's too monstrous [8, 55];
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She only fixed the child.” <...> “Fixed her?” <..> “Ah, with such awful
eyes!” [8, 57] Tomo.

CyTTeBY poOJIb Y CTBOPEHHI EMOTHBHOTO MINTEKCTy B MOBICcTI «[IoBOpOT rBUH-
Ta» (K 1 B OyIb-SIKOMY IHIIOMY Xy/JJO’KHbOMY TBODI) BIIIrpatOTh TPOTH.

[epmroueproBa poip y bOMY IUIAHI HAJIGKHUTs MeTadgopaM. Y TIOBICTI 3HAXO-
JIUMO JIBa OCHOBHUX CTPYKTYPHHX BUAM MeTaop — MPOCTY i CKIA/HY.

IIpocTa meTadopa 3ycTpidacThCst FOJTOBHUM YHHOM, HA IIOYATKY TBOPY, KOJIH
repoiHs pO3MOBINAE ITPO Kpacy MPUPOIH, B JIOHI SIKOT BOHA ITOYYBAETHCS «BUILHOIOY,
Ta CBOTX YapiBHUX MAJCHbKUX MIIOMIYHUX:

music of summer;

mystery of nature,

the bloom of health and happiness;

the gold was still in the sky 1T.1.

Bomrowac y TBOpi mpuCYTHI i po3ropHyTi MeTadopu, 10 CKIaJAI0ThCS 3 Ki-
JIBKOX CJIiB, SIKI CTBOPIOIOTH €TMHMI MeTadopraHnii 006pa3. LlenTpanbsHOIO cepern HUX
€ Metadopa IIaBaHHs 110 MOPIO 1 Kopadus, mo aApeidye B OypXJmBiid mirbMi:

“I had the fancy of our being almost as lost as a handful of passengers in a
great drifting ship. Well, I was, strangely, at the helm!” [8, 18];

“I'was lifted aloft on a great wave of infatuation and pity” [8, 26].

Iz meTadopa BU3HAYAE 3aralbHOTCKCTOBUN €MOTUBHHIA CMUCII, TIOB'sI3aHUIA 3
r100aTbHOIO CHUTYAITIEIO TIOBICTI, — «ITOBOPOTY TBUHTA» B JKUTTI TYBEpHAHTKH 1 IBOX
JIITCH, siKa TOB's13aHa 3 €PEKTOM TAEMHHUII 1 HEIIOMOBJICHOCTI, 3aCTOCOBAHOMY aBTO-
pom. BonHouac meradopuanuii 06pa3 Kopabiis, Mo PyXaeTbes Y BITKPUTOMY MOPI,
HaOMpae 3HaUYEHHS CUMBOJTy bias 1 loro MemkaHmiB, 10 37iHCHIOIOTH OJOPOXK B
HeMarepialbHUI CBIT TPAHCIEHJACHTHOTO 1 TOMY HEIIEPEMOIKHOTO 3J1a.

EmoruBHi cmuciiu B « [IoBOPOTI FBUHTa» TPAHCITIOKOTHCS TAKOXK 38 IOTIOMOTOO
3ac00iB CHHTAKCMYHOT'O PIBHS MOBH, BUKOPHCTAHHS SIKUX MIIIOPSAKOBAHO TIEpeay-
ciM mepenadvi 0e3rmocepeHiX BpaKeHb Bill XKHUTTS, SIK TOTO BUMAaraa ImoeTuKa iMIp e-
CIOHIBMY.

3o0Kpema, y MparHeHHi B HAUTOYHIMIIH clioBecHii popmi 3akapOyBaTH MUTTEBI,
HEBJIOBUMI BIATIHKM TyMOK, 3MiHy E€MOIIMHHMX Ta/dM IICHUXOJIOTTYHMX CTaHIB, Ha-
cTporo, JIkeMC BUKOPUCTOBYE CKIATHI CHHTAKCHYHI KOHCTPYKIII:

“There had been, this evening, after the revelation left me, for an hour, so
prostrate — there had been, for either of us, no attendance on any service but a little
service of tears and vows, of prayers and promises, a climax to the series of mutual
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challenges and pledges that had straightway ensued on our retreating together to the
schoolroom and shutting ourselves up there to have everything out” [8, 46].

YV HaBeneHil CKIaMHIA CHHTAKCUYHIH KOHCTPYKILi MUCHMEHHHUK 32 I0TTOMOTO0
HU3KHA 3aCO0IB PUTOPHUKO-CUHTAKCUYHOI OpTraHi3allii XyI0KHBOTO TEKCTY TEpeae
3MiHy €MOIIIHO-TICHXOJIOT{YHOTO CTaHy ABOX I'€pOiHb MOBICTI, KOJM BOHH OOWIBI
YCBIIOMITIOIOTH HEOE3IIeKy, 10 YaTye Ha MajleHbKkoro Maifisa 3 00Ky mpHBUIIB HO-
MEpPJIHX CJIYT.

Emoniiiamii minTekcT y nosicTi «IIoBOPOT IBUHTa» KOHCTPYIOETHCS MUCHMEH-
HHUKOM 1 3a paxyHOK ¢iryp MoBH. 30KpeMa, /I Tiepeaadi eMOTHBHOT TOHAIBHOCTI
TOTO, 110 BiTOYBA€THCS, aBTOP MIMPOKO BUKOPUCTOBYE JIE€KCHUYHI MOBTOPH:

“I found it simple, in my ignorance, my confusion, and perhaps my conceit...”
(8, 26];

“Oh, it was a trap—not designed, but deep—to my imagination, to my delica-
¢y, perhaps to my vanity” [8, 27].

[puBepTae yBary Toi haxr, 10 OAMHUILISIMH, SIKi TOBTOPIOIOTHCS, YACTO € 0CO-
00Bi 3ailiMeHHUKH:

“The time they were with him, and his name, his presence, his history, in any
way” [8, 48].

JocTaTHRO MMPOKO (3 METOIO HAJaHHS CKCIIPECUBHOCTI MOBJICHHIO) Y TIOBICTI
BHUKOPHCTOBYIOTHCA MapaJjiesibHi KOHCTPYKILIl, sSK-OT:

“...all the music of summer and all the mystery of nature” [8, 28].

Cepen HIIMX PUTOPUYHHUX 1 PUTMIKO-CHHTAKCHYHHMX TPUHOMIB CTBOPEHHS
E€MOTHBHOTO TiNTeKCTy B «[I0BOPOTI TBHHTa» BOA€THCS BITHAWTH TaKi:

1)  imBepcist: Unutterable still, for me, was the stupefaction of it; Mrs.
Grose was not too bewildered instinctively to protest. “Ah, how CAN you?” [8, 55];

2)  xia3m: “I was there—I saw with my eyes: saw that she was perfectly
aware” [8, 56];

3)  woutpaBepcy: “Well, miss, you're not the first—and you won’t be the
last” [8, 16];

4)  emdpaTuuHi KOHCTPYKUIi: “This gave me, straight from my vision of his
face—SUCH a face!—a sudden sickness of disgust” [8, 48],

5) noJIicHHACTOH: “It was the first time, in a manner, that I had known
space and air and freedom, all the music of summer and all the mystery of nature”
[8, 27],
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6) miaxonieHHs: that it should be she, she only, who might show me the
place; And then there was consideration—and consideration was sweet [8, 17].

OTxe, HA3BUYAIHO BAXKIMBY POJIb B OPTaHi3allil eMOTHUBHOTO IPOCTOPY TBOPY
BIII'pa€ CHHTAKCHC, SKUH ITOKIMKAHWKA BITTBOPHUTH IMIIPECIOHICTUYHY ILIMHHICTB,
MIHJIMBICTD, HENEBHICTD KUTTS.

VY Xoai mociimKeHHs OyJo BUSIBICHO HHM3KY XapaKTepHHX IHIMBITYyaJbHO-
ABTOPCHKHX 3aCO0IB OpraHi3aiii eMOTHBHOTO MpocTopy MoBicTi «[IoBOpOT rBUHTAY,
30KpeMa, IMPOKEe BUKOPHUCTAHHS 3allepeyHNX (HEraTHBHUX KOHCTPYKIIii), KOHCTPY-
KIIii 3 0COOOBUMHM 3aiiIMEHHHKAMU B SIKOCTI aHTPOTMOHIMHAX HOMIHAITIH, ()parMeHT a-
PHOTO CHHTaKCHUCY, «HENPABUIBHUX» PEUCHb (31 CBITOMUM HOPYLICHHSIM HOPSIKY
cJiB, O€3 MimMeTa 4u MPUCYAKA), «00IPBAHUX», CHHTAKCUYHO HE 3aBEPIICHUX KOH C-
TPYKITIHA.
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. A. Cemenrox

IIEMHO-XY JOKHIN 3MICT PULIAPCbLKOI'O POMAHY
BOJIb®PAMA ®OH EINEHBAXA «ITAPIII®AJIb»

Bomedpam don Emenbax OyB emigHAM MOETOM HiMENbKOTO CepelnHbOBIIYS.

Pazom i3 cBoimu cydacHukamu ['aprmanom ¢on Aye, ['otdpinom CtpacOyp3bkum Ta
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Bamstepom ¢ou nep DorenbBeiine BiH HANCKUTH 10 HAHOUTHIINX MHCHMEHHHKIB Ta
noetis xinmg XII - mouarky XIII cronirts. Ix TBopuicTs Bu3HauaroTh Ak «staufische
Klassik» (I'orenmrayeHcbka Kiiacuka) — 4yac PO3KBITY IPUJABOPHOTO MHUCTEITBA B
nepion Mok 1170 i 1250 pokamu. OCHOBHUMHY KJIACHYHUMH (HOpPMaMU IBOTO Yacy
Oynu MiHe3aHT, pUIAPCHKI poMaHd Ta repoidnmii emoc. Cam xe Bomsdhpam ¢on
Emenbax Bimomuil Hacammepea CBOIM pPHLIAPCHKUM BIPIIOBAHUM pPOMAaHOM
«ITapuudanby, noemoro «TiTypenb» Ta 1ie OJHIEI0 HE3aBEPIICHOO MOeMOI0 «Binb-
reabM».

Moro poman BaxTHBHif [UT HIMEIBKOT JiTEPATypH i 10 HAIIOTO Jacy. 3aBep-
meanit 'y 1210 pomi Ta obcsrom y 16 xkHur ta 25 000 BipImoBaHWX PSAIIKIB,
«IMapuudans» Bomsdpama dhon Errenbaxa po3risgacThCs HE JIMINC SK KIACHUHUI
B3IpIIeBHI pULIAPCHKHUIMA €1oC, a i K MepeABICHUK HOBOYacHOTO poMany [9].

Y poMaHi pO3MOBINAETHCS ICTOPIi JTBOX TEPOiB: 3 OJHOTO OOKY, KHUTTS
TMaprudans Bix HOTO AUTHHCTBA IO Yacy, KOJIU BiH CTaB JHUIIApEM KOpoJst ApTypa Ta
ni3Hime - koponem llapctBa ['paamp, a 3 iHmoro - icropis ['aBana, sika He
BIIPI3HAETHCS Bi TpauLiiHOTO 300paxkenHs JinnapiB Kpyrioro crona. Tomy Tema-
THYHO POMaH MPHUHHATO 3apaxOBYBAaTH A0 TaK 3BAHOI'0 APTYpPIBCHKOTO UKy, X04a
npucytHicts [laprudans cepen punapis mipiuHoro KoposiBcTBa bpuranii € nmie
«BIITIPABHOIO TOYKOIO» HOTO MOIIYKiB cBsATOTO ['paamsa. Biarami — me meprmmii TBip
HIMCIIPKOI0 MOBOO, MOTHBOM sikoro € Castuit ['paans. Xoua came pKepeno He
OpHWTriHaIbHE, a caM TBip — MepepoOka Ha CepeTHbOBEPXHHOHIMEIIFKY MOBY HE3aBep-
nieHoro pomany «Ilepcesanb, abo Ilosicte nipo 'paams» Kperbena e Tpya. Cama
MIpaKTHKa HACIIAYBaHHS CIOKETy Oyia po3IMOBCIOKEHA y el 9ac, OCKUIbKU TOBEP-
HmeHnd (PpaHy3bKHI KypTya3sHUII pOMaH CYTTEBO BIUIMBAB HA HIMELIBKY JITEpPaTypy
CepennboBivus [5]. [Ipore Ha Binminy Bin ['aptmana don Aye, Emendax nabararo
BUIbHIIIE 1 BIIEBHEHIIIE B MIepeKa3i THX MiCIb, [UKEpENIoM sIKUX € TBip KperbeHa, HDK
Horo cydacHuku. Tak, BIH CyTTEBO 30UIBIIMB 0OCST TBOPY, MOBIB /10 KiHI (alyibHI
JiHIl OTIOBIMI Ta PO3MMPHUB CIOKET mepemicTopiero mpo Oarpka [Tapmmdans — Tamy-
pera ta aBoOoem [lapiudans 3 fioro 6parom Deiipediiom, aie B HUTOMY BiH TOTp U-
MYBaBCS 3aMHUCITy TBOPY, PO3BUBAIOYH Ta NOTIMOIOI0UH HoTo [8, 265]. XpoHOomoriu-
Ha JiHiT pomaHy Bousbppama oxorumoe Oiible Mojiid, HDK He3aBEpIIEHHH enoc
Kpernena. [TogaTok Ta KiHeIb TBOPY MOBHICTIO HAJIEKATh aBTOPOBI.

VY pomani «ITapundans» 30BciM M0-HOBOMY TIEPEOCMHCITIOETHCS TeMa I 'paas,
ska B pomani Kperbena ne Tpya nuie cuMBOJIMHO HamideHa. Y octaHHboro I'pa-
b — Te CBANICHHUN cocyl, V Bombdppama — Iie HOpPOTOIHHHUNA KaMiHb, SKUH
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MarigyHuM 00pa3oM HAaCHYye KOXKHOTO 3a Horo OakaHHSIM, [1ac JFOMSIM CHITY i Ona-
KeHCTBO. Tak, BAKOPHCTOBYIOYH HAPOIHI Ka3KOBI MOTHBH, Bonbdpam ¢on Emmendax
MOCHITIOE MICTUYHICTB JiereHau mpo ['paans [6].

LenTpanbHuii cHMBOJ poMaHy — cBATHH ['paaib, 00pa3, KM YaCTKOBO Mae
KeNbTChKE IMOXOKCHHS (HeBIUEPITHUH Ka3aH, [0 HACHYYE BCIX - YapiBHUIA MPEIMET,
THUIOJIOTIYHO ~ CIIOpITHEHMH (IHCBKOMY CaMIO 1 CIIOB'SIHCBKil CKaTepTHHI-
camo0paHili); 4aCTKOBO - XPUCTUSIHChKE MMOXOJPKEHHS (Jalia, B siKy Oylna 3i0paHa Ha
Tonrodi xpoB Xpucra). Ane y Bonbppama I'paans Bxe He yama, a IpOMEHHCTHH
KaMiHb, SIKUI HacamIiepes CTa€ MOpaIbHUM CHMBOJIOM, & HA0YTTSI HOTO - 3HAKOM [Ty~
XOBHOT JOCKOHAIOCTI [1].

Icuye 1 iHma Bepcist moao I'paans, B sikiid momyku ['paans BimoOpaxaroTh
MparHeHHs JHIAPCBKOTO OpJEHAa TaMIUTiEpiB, 3acHOBaHOro y CBaTii 3emii B
1119 porri, i moemMa MICTUTH CIUIAB 3aXiTHUX 1 OJM3HKOCXITHUX iNealliB, MPUBE3CHUX
JI0 €BPOITH XPECTOHOCIIIMH, 1 TAKOK MA€ JIeBE IOMITHY TEMY aHTJTIHCHKOTO KOPOJIS
Piaapna I Jleoe Cepiie [3]. Amxe y TBOpi cBsiTHiA ['paans — MOpaibHUI CUMBOJ Ta
LIEHTp CBATOT OOIIMHY, YJICHOM KO MOJKE CTATH JIMILE TyXOBHO YHCTA JIFOJUHA.

[IpoTe aBTOp THMIIE CBiif poMaH, CIIMPAIOYNCh HacamIiepesl Ha KJIacHYHy Tpa-
JIULIIIO 300paKeHHsI PULIAPCHKOTO CBITY Ta caMoro punaps. XyJ0KHs KapTHHA CBITY
TBOPY — L€ CBIT, JI¢ MaHYIOTh KypTya3Hi 3aKOHHM Ta pHLapchka 100ecTs, Bipa B bora
Ta, 3BICHO, IMITHCCCHE Ta BUTOHYCHE KOXAHHS 10 MPEKpacHOi gamu. B pomaHi Bino 0-
pakeHa (eoganbHa MOBCAKICHHICTh — 3aMKOBHIA TOOYT, BUCHAXKIINBI TIepei31u Jtico-
BUMH JIOpOTaMH, JlJIeKi MOPCHKI MOJOPOKi, JOBI1 BiHM Ta CTpIMKI pUIAPCHKI
TIOETUHKH, TYPHIPH, TIPUABOPHI CBSITA Ta IPUPOIa. | camM TOOBHHI TepOii TOCTAE K
o0pa3 igeanbHOTO pHLAPSs, SKi BOJOJIE yciMa pUIIAPCHKIMHU YECHOTAMU — CHJIOIO,
X0poOpicTto, BipHicTIO borosita cBOTi ApyKKHI, J0OPOTOIO, CTIHKICTIO XapaKTepoM,
NPOTE BIIMIHHICTB Bij IHIIOTO, HE MEHII BaXJIMBOTO y KHU31 repost — Mosoaoro [a-
BaHa, Y TOMY, 1110 TAKUM I'€pOM CTaE HE 0/Ipazy.

Tak y puniapcbkoMy pOMaHi UM HE BIIEpILE 3yCTPIYaEThCS CIOKET, IOB'I3aHHH 3
iCTOpi€0 PO3BUTKY FOJIOBHOTO T'epOsi — Bl HAPOIIKEHHS JI0 A0POCHX pokiB. Jlo Toro
K Y TBOPI 300payKeHH 1 CKIIAHUI Ta CynepeusMBuii npouec GopMyBaHHs 0CO0 U-
crocti. Bomsdpam ¢on Emendax BHic THM caMuM CYTTEBI 3MiHI y 1iel skaHp. Bin me-
PEHIC IEHTp yBarw i3 30BHINHIX MO (ABaHTIOPHMIN CIOKET) Ha BHYTPIMIHIA CBIT
repost, SKMH ITOCTYIIOBO - B TPOIIEC TSKKUX ITOIIYKIB, TOMIJIOK T2 pO34apyBaHb -
HapeuITi BITHAXOJUTh TApMOHIIO 31 CBITOM Ta JAyIIeBHY piBHOBary. Bosb(pam He

CHPOIIIye IUIIX Teposi 10 HAUBHIIOI JOCKOHAIOCTI, ane i He YCKIIagHIOE Horo. Y
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POMY WUIIXY BIICYTHA HAANPUPOITHICTH, BiH, HABMAKH, JOCHUTh IOACHKHI [5].
Ictopis TTaprudans — 1e icTopis mpocTakxa, sika pO3KPUBAETHCS SIK IUTIX TyXOBHOTO
pocTy Trepos poMaHy, SKHH B3HaxXOAWUTBCSA MDK YMOBHOCTAMH (heomaibHO-
PHIAPCHKOTO €THKETY Ta BUMOTAMH JIOISHOCTI. HI0T0 1yXOBHA €BOIIOLIS pO3MOBinae
HaM PO TMPOBHUHY Ta MPO OYHUINCHHS repos. Mu 6adumo, sK i3 TeMpsBi Ta Oe3ma-
HOCTI BiH IOXOJHTH IO MOPAJIBHOI TOCKOHAJIOCTI Ta JyXOBHOI 3pinocTi [7, 163].

Taxox He pinko «[lapundanb» Ha3MBaIOTh OJHUM 3 MEPUIMX POMAHIB BHUXO-
BaHHS, OCKUIbKM Bombgppam ¢on Emenbax, crmparounch HalBIpoTigHie Ha Tpa-
il 'apTmana poH Aye, «pO3BHBaE y CBOEMY pOMaHi MOTHBHU PUIIAPCHKOTO BUXOB-
HOTO XaHpy» [6, 564]. IcHye 1m1e oqHa nymMKa, mo «Ilapmudansy» aemnio nomioHwMA 10
CIMEHHOro poMaHy, OCKUIbKHM PO3TOBiIae Mpo TpH MOKOMIHHS — Oarbka ['amypera,
camoro [lapuudans Ta fioro HamaIKiB.

Oxpim nporo, «Ilapuudamo» npuramanna rimdoka ditocodebka nmpoodiema-
ThKa. Tak, KOHIEMIA pumapcTBa y Boibdpama BiIpi3HAETHCS CBOEPITHICTIO poO-
3YMIHHS CIIPaBXXHBOTO OJylaropojictBa. « BOHO - He TUIbKM B MYXHOCTI Ha 10JIi 0070 1
HE TUIbKM B 3aXMCTI CJIaOKMX 1 3HEJOJICHUX Bl CWJIBHMX 1 3JIMX: BUIL@A JIMIAP CbKa
J00s1ecTb y TOMy, 00 HE MHUIIATHCS] CBOIM JIMLIAPCTBOM, B TOMY, II00 He OOSTHCS
BUJIATHCS] CMILIHUM 1 IEPECTYIUTH, SIKILO 3HAJ0OUTHCS, 3aKOHH KypTya3HOCTI B iM'sl
3aKOHIB JIFOISTHOCT [5, 565].

TBip Ma€e TakoX EIEMEHTH YTOMIYHOCTI [1est TopKecTBa JIFOASIHOCTI HAll OYIb-
SKAMHA YMOBHOCTSIMH TIIKPIIUTIOETECS B poMaHi 1 oOpa3oMm 3BemeHoro Opara
[Maprudans — maBpa Detipedina, sikuii i3 Bopora roJIOBHOTO Ieposi CTae HOro Jpy-
roMm. | ciin 3ramatu yromigHy o0mMHY cBATOTO ['paans — ineanpHI puIapi Ta JamH,
SIKi BUXOBYIOTBCSI B 3aMKy MyHCalbBell, sIKi OTIM MarOTh CTATH MyIPHMH HACTaB-
HUKaMH MPABUTEIIB Y BCbOMY CBITi, 801 BCIO/IM 3allaHyBajIl 3aKOHU JFOSTHOCTI [1].

Just ypoyukennst basapii, munapst Bonsgpama ¢on Emenbaxa cBirchbkuid ju-
LApChKUI i7eall HeBIUIbHUI Bil imeay peniriiHoro, TOMy 3Ha4yHy pOJib B JY-
xoBHill icropii Ilapumdans aBrop BimBOAWTH peniriiHOMy enemeHTy. OmHaK
peniriiini morysian Boabdpama He 30iraroTbest 3 0QIIiHOO IEPKOBHOIO 1C0JIOTIERD.
Bin He cTOITh Ha IPYHTI ACKETUYHOTO CBITOTIIAY, HOTO pENiridHi MOTIAIN MaloTh
MAHTEICTHYHI PUCH, HOMY BJIACTHBA IIMPOKA BIPOTEPIUMICTB, L0 HE 3HAE PACOBUX
3a0000HB CepeaHbOBTUS.

OTxe, y CBOEMY TBOPi aBTOP MaiCTEPHO NOETHAB KYPTya3HO -TULIAPCHKHI CBIT
Kopouisi ApTypa Ta pesiriiHO-MICTUYHY TEMaTHKy MOIIyKiB cBsitoro I'paans. Xoua
cam Bonbdpam ¢on Emenbax nporo He minTBep/)KyBaB, MPOTE € OUYSBUIHUM, IO B
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poborTi BiH omupaBcs Ha poMad KpetbeHa e Tpya. be3ymoBHO, 1o HiMenbKa Bepcis
CYTTEBO BIIPIBHAETHCS BiM (PpaHIy3bKOi, OCKUIbKH CBOTMH JOIOBHCHHSMH aBTOP
HaJlaB CIOJKETY BCECBITHhO-ICTOPUYHUI XapaKTep Ta CTBOPHB HAWMTOBHIIINKA Ta 10 C-
KOHAJIMI BIpIIOBaHUI pOMaH Ipo cBATHi ['paais.
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O.A. Cuuosa, I'.B. Jlamenko
MNPOBJIEMU JOCJIKEHHSA IYHXYAHCBKUX I[H

INoernuna TBOpuUicTh 3aBxau mocinana B Kurai ocobimBe mictie. HaiimaBHi-
IMMHU MICHMOBUMH TEKCTAMH € TaK 3BaHI HAMCH HA TaJalbHUX KICTKAX, IO TMOCi-
JlaNi HaMBaXIUBIIIE MicIie B 06psaoBii aisnsHOCTI Aepskasu Ilan-Tnp (B EY, XVII-
XI ct. go H.e.). Jlo mepmmx BipIIOBaHWX TEKCTIB HAJICKATh HAMMCH Ha OPOH30BHX
cynuHax (X—VIII cT. 1o H.e.). BoHu ciiyryBaiu 0oCHOBOO s repmioro B ictopii Ku-
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Tako JiTepaTypHO-TMOEeTHYHOTo TaM’aTHUKA «KHuru micenp» («1F£»), nossa skoi

3HaMeHye cO00I0 3aBepIuaIbHy CTa/Ii0 Mpoliecy GopMyBaHHS JiiTeparypHOi moe3ii.

Illo cTocyeThes moeTnuHOro *anpy yu (1A), To 3apa3 BioOMO JBa OCHOBHHX
JUKeperna paHHbO1 moesii B IbOMY JKaHpI: JiteparypHa aHtojorist «Cepes KBITB» («

1% [B] £») ta Tak 3Bani JlynxyaHcbki pykonucu. Autonoris «Cepej KBITiB», 110 j1a-
Tyetbes nepiogom I stu aunactiit (B EE, 907-960), micTuts 6ins 1 ATHCOT Bi-
PIIB B 5KaHPi yu, ABTOPAMHU AKUX € TaHCHKi moety Bens Tin-ton (REET, 813-870) i
Beit Wxyan (5, 836-910), a Takox psja MoeTiB ABOPY 3aXigHoro mapctsa llly
(&X) [8]. Jpyre mkepeno — JlyHXyaHCBKI pyKOTIMCH — OYJIO 3HAIIEHO HA MOYATKY

XX cr. B Oyaniliceknx nedepax M. JlyHpxyaH B npoBiHuil ['anscy. [opsn 3 kapTuHa-
MU 1 PyKOITUCAaMU PI3HUX JKaHPIB, Oy/IM BUSIBIICHI YHCIICHH] 3aITUCH TIOETHYHHUX TBO-
pIB B JKaHpI Yy, B OCHOBHOMY HaIMCaHi aHOHIMHUMH aBTOpamu [4].

BumagkoBe BIIKpHUTTS 3aMypOBaHOT CTIHM JaBHbOI OIOJIOTEKH MOTJIsAIadeM
Oynauiickoro xpamy Baun FOanbnyHeM B meuepax Morao B JlyHbXyaHi Ip U3BEJO 110
3apOJKEHHS YHIKaJIbHOT ray3l KUTa€3HABCTBA, IO Ii3HIIIEe O TPUMaa Ha3BY «JIyHb-
XyaHOBEIECHHD» [3].

VY uucnennunx neuepax Outst [lyHbpxyaHa Oyin 3HaiizneHi (pecku, CTaTyeTKH,
OyAIiChKI CyTpH Ta IHIII TaM’SITHUKKM KyJIbTYPH, 10 Halexarth Jo nepioay Big [V
cT. 1o XIV c1. Knaiiceka Bnana, 1o sikoi 3BepHyBest Ban FOanbiy, He omiHma 3 Ha-
YEeHHSI MOHACTUPCHKOT OI0II0TEKH, TOMY He OyJIO MPUUHSITO MKOIHUX 3aXO0/IB 1010
30epeKeHHs TaM’ ATOK 1 BuBe3eHHA ix g0 [lekiny [5].

B To#l uwac, sik KuTalicKMi ypsii HE NPHUIUIMB JKOJHOI yBarum 3HalIECHUM
maM’ ITKaM, JTOCJITHNAKY 3 IHIIMX KpaiH CTPIMKO pUHYM 70 1edep. Y 1907 p. Oub-
micTh Marepianis, mo Oyno 3HaiineHo B JlyHpxyani, apxeosnor A.CteliH BUBi3 B AHT-
mito i mepenas 1o bpurtancekoromysero. Y 1906—1908 pp. B M. CiHBIBAHD BillIpaBu-
JIaCh HAyKOBa CKCICIUINST HA 4YOJi 3 (paHIy3bkuM KuTae3HaBieMm [losem [lemmi
(1878-1945), sikuii BiniOpaB HaWOUIbIN MMOBHI 1 1[iKaBi B HAYKOBOMY BIIHOIICHHI py-
KOIHCH 1 JocTaBUB iX no HarmioHamsHOT 0i0miorekun ®panmii. Bixe micims mmx i,
KUTaiichka HayKoBa IpOMaJIChKICTh Ha 4o 3 JIo UkeHbloeM 1oyana BXKUBATH Pt
3ax0IiB, CIIPSIMOBaHMX Ha 30epexkeHHs 0i0mioreku [6]. OmHak 1o Toro, sk B 1910 p.
NEKIHCHKUI ypsii TiepeBi3 3aumuiku pykonuciB a0 Ilekiny, B [lyHbxyaHi moOyBaia
AMmoHChKa ekcrienuilis Ha 9o 3 Ortann Konzyi (1876—1948), mo BuBe3nma 4acTHHY
crnanumuu 1o Smowii. JIpyra pociiickka ekcrienuiist min kepiBHUITBOM C. @. Onib-

nmenOypra (1863—1934), mpoBena B medepax po3KOIIKH i ITepeBe3a BEINKY KOJICKIIIo,
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HacamIieper (PparMeHTH PI3HUX TEKCTIB 3 OI0JTI0TEKH, sKi 3apa3 30epiratoTecs B A3i-
arcekomy my3ei y Cankr-IlerepOyp3i [11]. Omxke, HalOUTbII am’siTku JlyHbXyaHa
30epirafoThCs y I’ SITH PI3HUX KpaiHax cBiTy: Bemmkoopuranii, ®panmii, Kutai, Smo-
Hii Ta Pocii.

Ha nouarky XX cT. 10 po360py AyHbXyaHCHKOTO (OHTY A3IaTCHKOTO MY3€I0
npuctymuB B. M. Anekcee (1881-1951), sikuit 0TOTOXKHMB HaOLIBII OynaiiichKi
TBOPH 1 BIAJAUHMB Oy/AIHCHKY YaCTHHY pYKONHMCIB Bin HeOY nuiiickoi. Y 1930 pp. po-
6oty nmpomosxkus K. K. @myr (1893—1942), sikuit omyO:1iKyBaB CTaTTi PO JTyHbXyaH-
CBKy KOJIeKIIito, 1110 30epiraercst B Pocii. ¥ 1953 p. 1o xaranorizanii ¢poHay 10I1yd U-
Jmacs rpyma HaykoBIiB 1mmin kepiBHuOTBoM B. C. Komoxomoma (1896-1979) i
JI. M. MenbimkoBa (1926-2005). Pe3ynpTatom 11i€i poOOTH CTaB IBOXTOMHHMI KaTa-
sor «OTHC KUTAHCHKIX PYKOTIHCIB AYHBXYaHCHKOTO GOHAY [HCTHTYTY HapoaiB A3iix»
[6].

JI. M. MeHBIIMKOB AOCIIONB, TIEPEKIaB 1 OMyOJiKyBaB JEKUTbKa YHIKATIHHUX
TBOPIB KHTaHCHKOI MPOCTOHAPOIHOT JITEPATYpH JKaHPY OaHbeens 3 JlyHbXyaHa. IH-
i pagsHebkuid gociinauk JI. I UyryiBebkuit (1926-2000) 3aiimMaBcst JOCHTIIKEH-
HSIM 1 ITyOJTIKaIieo TyHbXyaHCKHX JTOKYMEHTIB, 10 Oyl Oe3mocep eqHbO OB’ sI3aHi 3
MOBCSKICHHUM HUTTSIM 3a yaciB nuHacTii TaH (MoABIPHUX CIUCKIB, 3aKJIAIHUX PO 3-
MUCOK, KyITYUX TOIIO0) [6].

Jo mouarky XXI ct. Oyj0 omyOJiKOBAaHO BEIMKY KUIBKICTh CHCTEMATHYHUX
Katanoris, 6iomorpadii, KPpUTHIHUX BUIAHB 1 y3arajbHIOIYUX POOIT CTOCOBHO 1 Y-
HbXyaHOBCJICHHs. 3apa3 MDKHApOJHUI JTYHbXYaHCHKHI MPOEKT 00’ €IHY€E 3YCHILIA
LUTOTO PSIIy YCTAHOB, IO 30€piraroTh JIyHbXYaHChKY CHANMHY, 3 METOI OIH(p 0-
BYBaHHS Ta MyOJiKarii pykonuciB B Mepexi inTeprer. Li aii MojkHa BBakatu QyH-
JaMEHTAIbHUMH 3acaJaMy AJIs 10 JANbIIOT0 PO3BUTKY JyHbXyaHOBEAEHHS HA IOPO3i
JPYroro cTopiuys Horo icTopii.

HesBakaroun Ha BCECBITHIH iHTepec 10 am’siTok JlyHbXyaHa, Maiike B CTOPO-
Hi TaK 1 3aJIMIIMIACH YaCTHHA TYHbXYaHCHKHX PYKOITHCIB, a camMe IOSTHYHI TBOPH B
KaHpi yu. Jluiie yepe3 MBCTOJITTS MICJIS BIIKPUTTS TIeUep KUTANC bKi BUEHI JOCSTIN
3HAYHUX YCIIXiB y CKJIAJaHHI KaTaJOTiB Ta JOCTIIKEHHI PYKOIHCIB B KaHpi yu. Y
XX cr. Oyno omy6GmikoBaHo Tpu 30ipku aHtosiorii. Ilepma 30ipka Oyna BuaaHa y
1950 p. min xepiBEUIITBOM Ban Wxynwmins. B wei ysiitumo 162 yu, ane y nepeBuaan-
Hi 1956 p. ykinamgad nonas 2 yu 1 iXHS KUIBKICTh cTana gopiBHIOBaTH 164. [Ipyra 30ip-
ka Oyna ykmageHa y 1955 p. xuura XKen JKynmunom Tta HamuyBana 545 yu. Tpers
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a"Tosorist Oyna Bunana y @pannii y 1969 p. (ynopsaauk XKao 1[3yH-n) Ta mictuia
318 yu [9].

Omnak BCi 1l JOCHITKEHHs OyII0 MPOBECHO JINIIE HEBEIMKOIO KUTHKICTIO BY e-
HUX, SIKi 310paJy, 3iCTaBUIIM, YHOPSAKYBaJId OpHUriHaIbHI TEKCTH 3 JlyHbXyaHa, 1o €,
0e3CyMHIBHO, TyXe BaKINBO PoOOTO0. AJie OCHOBHOIO MPOOIEMOTO M Yac TOCHTi-
JUKEHHS TyHbXYaHCHKHUX IIaM’ ITOK € Te, 1[0 OCHOBHY YBary JOCJIHUKHA TPUAUIIOTH
BUBYCHHIO OYyJTIIMCHKUX CYTpP, PYKOIKCIB, TOAI SIK MOE3il, 30KpeMa KaHpy yu, yBara
MaibKe He PUAUIEThCS. 3aHUIIAETHCS TOCI He BTOMOIO TOYHA KUTBKICTh JlyHXyaH-
CBKHX yu. [HIMI HE MCHII BaYKJIMBUI aCIICKT, SKUH I 3aJIUIIAETHCS C1a00 PO3BU-
HCHUM 1 HE BUKOHAHWM, IIe TXHS momyrsipu3arisd. Jloci Hemae aHi KOMIUICKCHHX JI0 C-
JIJKEHb, NPUCBSYCHUX aHAI3y 3HaWaeHuX JlyHXyaHCBHKHX Y, aHi aHTOJIOTIH Mepek-
JmajiB miei moe3il Ha eBpomeHChKi MOBH. TakoX BiICYTHI KOMITapaTHBHI JOCITIKEH-
Hs1. Came BiICYTHICTIO TakMX (yHIaMEHTAIBHUX TIpallb Ta HE3aI[KaBJIECHICTIO cydac-
HUX BYCHHUX IO TIOSTHYHOIO CTOPOHOIO AYHXYaHOBEICHHS KUTAMCHKI TOCTITHUKA
MOSICHIOIOTh HEJOCTATHIO yBary 710 JlyHXyaHCBKHX yu Ta CJIAOKICTh ICHYIOUHX pOOiT
[9; 2-3].

JlyHbXyaHChKa MOE3is B XKaHPI Y Ma€ MIMPOKY TEMATHKY Ta BiToOpaxae cripa-
BIYKHE YSIBJICHHSI COIIAJIbHOT'O 1 MEHTAJIBHOTO CBITOTJISILY, TyMOK 1 IOYYTTIB JIFOJCH B
TOMIMIHHOMY KHTaChKOMY CycTiIbeTBi [loesii mpuramaHHi XapaKTepHI pUCH IMiBHi-
YHOT JliTepaTrypH, SKi BTUIIOIOTH B COO1 MyXKHiil, CyMHHH 1 HOXMYpHUil HacTpiid, 1o
CHWJIBHO BIIPI3HAE 1X Bl M AKHX OMMUCOBHX XYAOXKHIX 3aC00IB JiTepaTypy MiBICHHO-
ro Kuraro. B yu ocmiByroThCs BiliHH, TOXOH, BTOPTHCHHS 4y>KO3EMIB, TPYIHOIII
T yac HaBYaHHSI, CTpaXIaHHA 1 BigBaru xiHok [10]. leski yu Takok HAOYHO OTH-
CyIOTh CTapO/aBHI HapoHi 3Buuai B Kutai, NporyissHKH Ha IPUPO], BUTOHUYCHUX
JKIHOK, MaHJpIBHHUKIB, My3UKaHTIB, JIMIAPIB, YEHIIIB, JA0CHKHX CBSIICHUKIB. B HUX
BioOpaXkaloThCsl TOJIOCH OO0JII0, CMYTKY, THIBY, iX NparHeHHs 0 KPalioro KHTTS.
Takox B neskux [lyHbXyaHbCHKHUX 4 MOXHA 3yCTPITH OCIIBYBaHHs MOBCTaHHS Xy-
ad Yao [11].

OTxKe, MOXHA 3pOOUTH BUCHOBKH, 1110 MEPCIEKTUBH JTyHbXyaHOBeIeHHS XXI
CT. TICHO TIOB’ sI3aHi 3 3aBJJaHHSMH BBEICHHS B HAYKOBUI 00 HEOMyOJIIKOBaHOT Yac-
THHH JlyHbXYaHCHKOT CHIA IIIMHHY, 3 TIPOOJIeMaMH HAyKOBOT 00pOOKH BETMKOT KUIHKO C-
Ti TOCTYITHOTO IS TOCHIIKSHHS MaTepiany Ta MpuAUIeHHS oco0mBoi yBaru JyHb-
XyaHCBKHM yu, SIKI € OJTHAM 13 OCHOBHHX JKEpEIl KIIACHYHOT KUTaChKO1 moe3i.
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A.l. Cxy6au, H.O. Yepuuin

CBOEPITHICTb KUTANCBHKOI NEM3AKHOI JIIPUKA
BAH BESI

Ban Beil € oqauM 3 HalBeIMYHINNX KyJIbTYpHUX Ta JITEPATYPHUX JISUIB €110-
xu Tan. 3 1Lli€1o enoXoo NOB'A3aHMil BUIMIA PO3KBIT KHTaichKo1 TipudHoi noesii. Mo-
ro JTipuuHA CAIIHA Hamdye Gmm3bko 400 Bipuii. Horo Bipuni BemsMu pisHoMaHi-
THI 32 TEMaTUKOIO, ajle OCOOJIMBE MicCIle MOCIIalTh TBOPH Ha TeMy NPHUPOJH, SIKi
TIPOIOBXKYIOTH TpaauIito "moesii Tip Ta pidok" (HI7Ki5), sxa Bugimanack y camoc-
TiiiHy Tedito B crodirti enoxu lllectn [unactiii. Binomuii kutaichKuii noer, eceicr,
XyJIO’KHHK, Kamirpad Ta nepxasauii nista enoxu Cyn Cy 11n xa3as Tak npo Ban Best:
"Haconoxyemicst Bipmiamu Ban Best, y Bipiuax € kapTuHa; JMBUIICS HA KapTUHH
Ban Bes, B kaptunax € Bipmm" [3, 135].

Moro ecternuni MOrIsaN Bit0OPaKaOThCs B IBOX HEBETHKHX TBOPaX "TaeM-
HUIA nerzaxy” Ta "MipKyBaHHS TIpo meii3ax", 11i TBOpHU OyiM BH3HAHI KBIHTECEHITi-
€10 KNTAHCHKOT JKUBONMCHO-ECTETUYHOI JyMKH. BBaxkaebcst, o Ban Beii 3ymiB 3'e11-
HATH MOCTUYHHUH 3MICT 3 )KUBOITHUCOM IPUPOJIH, 3ITUTH BOETUHO (PitocoPchke OCMHC-
JICHHS Ta €CTETUYHE CIOTJISIIaHHS.

JlitepaTypHO-TIOETUYHUMHU BUTOKaMH Jiipuku Ban Besi mociyxuimm TBOpYicTb
Ce Jlinptons 1 Tao FOanbmina. Ilepmmii Bu3HaHMH 3aCHOBHUKOM moe3ii "Tip Ta pi-
4oK", a IPyruif 3aCHOBHMK 1031l "MOJIB 1 caiB", B SAKiil )KUTTEBUM ineajioM BUCTY-
TaJIo XKHTTS B CEJli, HATOBHEHE MPOCTOI0 XPUCTUSHCHKOIO Tparieto. [IBi TemMu moesii
"rip Ta piwok" Ta "MONIB Ta camiB" YacOM HACTUIBKH OPTaHIYHO MEPEILTTATUNCH Y
TBOpUOCTi Ban Best, o BoHM mepeium y BITHOCHO HOBY iIeifHO -TEeMaTHYHY TEUil0,
SIKy Cy4acHi JOCIIIHUKH Ha3MBAIOTh "BIPIII PO TOPH Ta PIUKH, TOJIs i canu'.

Tema npupoau 1 MOAMHY JYKe XapaKTepHa 1 TUIIOBA JUJI KUTAChKOT JiiTepa-
TYpHOi TBOpUOCTI. B3arani HalsiCKpaBillIIMK MPEICTABHUKAMH TIEH3a)KHOT JIip UKH €
Tao HOansmin (FEIAIER), Ban Beit (E4) ta Cuxyn Ty (S1ZEZH).

Boxe B HaiijaBHIIMIT TIepio] y KUTANIB SCKPABO MPOCTEXKYETHCS TICHHUM 3B' -

30K 00pa3HOr0 MHUCJICHHS 3 TPUPOI0I0, KUBUMHU KapTHHAMH PIUOK Ta Tip, pi3HOMa-
HITTAM POCIHUH 1 KBIiTiB. B3araii HaisicKpaBilMMy TpeICcTaBHUKAMHU TEH3aKHOT JTi-

puku € Tao HOansmin (FBIFER), Ban Beii (E4) ta Cuxyn Ty (E1ZEE). I xoua yac

Ta iCTOPUYHI YMOBH, SIKi MOPOIWIM iX, Pi3HI, MPOTE MOXKHA MPOCTEKUTH BEITUKY
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CXOXKICTh B IIUX TIOCTHYHUX TBOPAX, Y KUX PO3KPUBAETHCS TeMa PUPOIH Ta BiTHO-
IICHHS 10 HEl JIOIUHY Y PI3HI COXH.

H. ®enopenko y ctarti "Tema mpupoau i TIOAMHNA y TBOPUOCTI NETKUX KUTA M-
CHKHUX ITOETIB" 3a3Havae, 10 TOeTHYHA TBOPYICTh BaH Best Xxapakrepusyerbest He3pi-
BHSHOIO JFOOOB'I0 0 MHUPY MPHUPOAM, y SKIA BiH 3HAXOIUB HEBUUEPITHE KEPEIIO
JYIICBHUX PaJIOILiB, €CTETHYHOTO 330BOJICHHSI.

M.€. KpasroBay cBoiii kau3i "Iloe3ist BIMHOTO NPOCBITICHHS" Y TPEThOMY P O-
3/1UT CTBEPJKYE, IO CKIAJHO 3HAWTH B CHHOJIOTIYHOMY JIITEpaTypO3HaBCTBI NpO-
OyieMy, sika O TPUBEPHYJIAa MWILHY YBary JOCJIIHUAKIB Ta BUKJIUKaIA O CTUIBKH U C-
KyCili, IK Ipo0OJieMa BUHUKHECHHS TTEH3aKHOT JPUKH. ABTOp BBaXKae, IO 1€ HE TUB-
HO, 00 "moe3ist rip Ta piuoK" — Iie He IPOCTO OJ(HA 3 MPOBITHUX TEMATHYHHUX TEUii B
noesii Bcboro crapojaBHporo Kuraro, a heHoMeH 3araibHOKYIbTYPHOTO 3HAUCHHS —
camMe B Hill BITHAWNUIA CBO€ HAWOUIBII MOBHE BIMOOPaKEHHS OCOOJHMBOCTI CBITO-
CTIPUHHATTA KUTAUIIB, 1X OCMHUCIICHHS HABKOJIUIITHBO1 AICHOCTI. 3TiMHO 3 TpaaHIiii-
HOIO KHTaHCHKOIO KOHIIEIIIIET0, sSiIKa Oepe IMovaroK B JITepaTypHO-TEOPETHIHMX Tpa-
wax VI cromirrs, moesist "rip Ta piuok" 3'IBUIACH B SIKOCTI CAMOCTIHHOT MOETUYHOT
tedil B TBopuocTi Ce JIiHBIOHS Ta TOETIB HOTo OTOYeHHs. "BCi i KapTHHY, — Big3HAa-
qae JIx. @poamrem (G. Frodsham) — eauHi y TOMy, 110 BOHH PO3IJISAAIOTH IOSIBY
neii3axHOT JIPUKH SK Pe3yibTaT 3MiH y CYCIUIbHHX CMaKax, sIKi IPUBENIH 10 MOBa-
JICHHSI TTAaHYBAaHHS JTA0CHKOT 1MOe3il, 10 1 3'ABUJIOCS Y TBOPYOCTI IEPIIOTO BEIUKOTO
noera-nierizakucta Ce Jlinprons" [4, 136-143].

[NocTynoBo npuinuIo iHIIE PO3YMIHHSI TeHE3UCY MEH3KHOT JIPUKH — SIK TPH-
BaJIOTO Ta CKIIAJHOTO MPOIIECy, KU po3modascs e B TBopuocTi noetiB III ctomiT-
T, el mpolec BigOyBaBCs M BIUIMBOM PIBHUX ICTOPUKO-KYJIBTYpHHX (HaKkTOPIB.
[Mopasnpumit po3BuToK GiToCcOPCHKOT Ta peiriiHOT TpaauIlil JaoCU3My, 3pOCTaHHS
HOIYJSIPHOCTI OyAIN3MYy, €CTETH3allis JiTepaTypHOi TBOPYOCTI, MOTIANOJICHHS HIHU-
BIyaJIICTUYHUX Ta aHTUKOH(POPMICTCHKHX TEHJEHIIH, MOIMPEHe B PEe3yJIbTaTi ic-
TOPUKO-TIOITHIHAX MOTPSCIHD, MPOTUPIYYS MDK CYCTIUIECTBOM Ta iHIWUBIIOM, 3HA-
HOMCTBO 3 IMIBICHHOIO TIPUPOIOI0, sIKa 3a4apyBajia CiBepsiH CBOEI0 Kpacoro, — (hakTo-
pH, SKi, HA TyMKY PI3HUX JOCIITHHUKIB, TIOCIYKIIN IMITyTbCOM a00 CIIPHSITH PO3BUT-
Ky Ta 3apOJDKEHHIO rmoe3ii "rip Ta piaok" [4, 145-156].

JI. E. banwikiH HaJaB MIKOJI MEW3aKUCTIB TaKy XapakTepUCTUKY: "Y il MIKo-
i mpuposa HaOyBae HOBUH €CTETUYHUH CEHC y NOPIBHSIHHI 3 THM, SIKUM BiH OyB pa-

Hillle, — BOHA cTae 00'eKTOM MUITyBaHHsA. ['OpH Ta piuKH B ysBi KHTACHKOTO moera
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OyJi TpaHHIO 3eMHOI KpacH, sika OJIVpKUe 3a BCe MACTYIAe 10 HE3EMHOT Ta HeCKiHY e-
Hoi" [1, 253].

[ostBa maocu3my crpusiia mosiBi Mei3axHoil Jipuku. KoiWmmHi YHHOBHUKH
TIParHyJv KATH SIK TIPUBATHI JIFOIU, BOHK OYIIyBaJll 3aropo/iHI caqulu, KOJIEKIIOH Y-
Banu ctapuHHI KHUrH. Ha odimiifHi 3ammTe moa0 ciryxOn BiNITOBITaTH BiIM OBOIO.
Bonn OinbIn mIykanu CycHilbcTBa MOHAxiB 1 BIIIOAHUKIB, aHDK pecTeKTad ebHOT
3Hari. [XHe 103BULIA CKIIAANOCh 3 YNTAHHS, HAYKOBHUX 3aHATh, GECi 3 TOBapHUIIaMH.
Bonn noBuim puly sk 3BUYaliHI CESTHU, HOCHIIN JIEPEB'siHI CEITHCHKI O alMaKy.

Enementom iXHBOro M03BULIA Oyiu "HPOTYISHKH cepel Tip Ta pidok"

(F51L17K). TlepBicHa 11i1s UX IPOTYISHOK OyJIa UHCTO MPAKTUYHOIO, 4 caMe: B Topax

HIyKaJIM HEOOXiTHI KOMIOHEHTH JUI1 MPUTOTYBaHHS ENIKCHPY Oe3cMepTs. 3rojoM
"MPOTYISHKH Cepel Tip Ta pidok" 3700yIN eCTETUIHUH 3MICT.

Ban Beit He OyB npocTo CydyacHHKOM i CBIIKOM LILOTO "30JI0TOTO CTONITTA", a
W OJIHUM 3 JSTIBHUX HOTO TBOPIIB, 00 moe3is Ban Bes 3ymina noenHaru B co0i Bu-
COKY CJIOBECHY MaWCTEpHICTh 3 YHCTO MaJbOBHHYOIO IUIACTUKOIO, CTaja OJHHUM 3
BUILMX TBOPYUX JOCATHEHb eOXH. be3 mepeOiibIueHHs MO)KHA CKa3aTu, 110 BiH TOP-
KHYBCSI y CBOIH MmOe3il M He BCIX TeM, SIKi XBIITIOBAIM HOTO TOTIEPETHUKIB i cydac-
HUKIB, pOOUB 1€ CBOEPITHO 1 ICKpaBo [2, 254].

I'onosHotO TemMoto Ban Best Oyna Tema npupou i kutTs cepen mpupoau. [loe-
3ii Ban Bes BnacTuBumil yBakHUIA 1 MIBHUNA MOTIIsi Ha ipupoay. Pitocodis yaHs-
Oynnm3my, Ky Ban Beit cioBizyBaB, a Takox naocbka ¢inocodis Jlao-m3u 1 Yxyan-
13U BYWIIM HOTO OayuTH B MPHUPO/Ii BULIMI BUPaA3 MPHUPOJHOCTI, BUIIMH TP OSIB CYTI
pedeit. [yt cripaBXHBOTO MMOETa IMPUPOIA HE Ma€ TEM BEIIMKHUX 1 MAIUX, HE Ma€ Kap-
THUH BUCOKHX 1 HHU3BKUX, HC Mae npioHmIs. Modxke, 3Bincu mnpuTamanHa Bax Bero
J000B 110 "BENMKOTO TuiaHy" B 300pa)KeHHI KapTHH MPUPOIH, 10 THX "ApiOHHIL",
MHUMO SIKMX HEPIIKO ITPOXOIMIN KOJMIIHI TOETH 1 XyJO’KHE BITTBOPEHHS SIKUX CTAJIO
OJIHAM 3 BHIIMX 3aBOIOBaHb mnoe3ii Ban Bes. Ban Beii nepiimii B KHTalChKil moe3il
3BEpHYB yBary Ha "npiOHUII" y IpHUp Ol

Ocp 11e iparHeHHst 1 BMIiHHS 1100AUUTH LUIMH CBIT y Kparelblli pocH, BiITBO-
PUTH KapTHHY IPUPOAX 200 IIepeaTH HapoKEHHI HEelo HAacTPiid 3a JOTIOMOT0I0 He-
0araTtbOX CKyIO BiLiOpaHuX JeTalell — XapakTepHa BJIACTHUBICTh MEH3aKHOT JIPUKU
Ban Bes, sika 1oBezieHa iM 710 IOCKOHAJIOCTI 1 cTaia HaJ0aHHIM YCiel monaibIoi Ku-
TalichKO1 Moe3ii. Y CcriIKyBaHHI [T0€Ta 3 MPUPOI0I0 OYBAIOTH 1 BUIII MOMEHTH parTo-
BOTO IPOCBITJICHHS, KOJIM BiH, CHIOTJISAAI0UH, PAIITOM OCSTae ICTUHY MPO CBIT Y BCIii
1 TOBHOTI, 3HAXOAWUTH PANITOBY BIMMOBIIs Ha BCi 3aragku O yTTs. LI MUTh IpUX0AUTH
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HECTIOAIBaHO: ii MOXKYTh TIOPOJUTH BHJ KBITY4Oi CIIMBH ab0 MicS4YHE B0, 3amax
KBITIB KOPHIIi 00 TUIOIIB TiPCHKOT0 KH3WITY, A3I0PUYaHHS CTPyMKa a00 AOIIOBI Kpat-
mi Ha yucTi. [Toer mparxe 3710BUTH 110 MUTH, 3aikcyBaTd ii B CIIOBI i mepenaTH iH-
IIIAM SIK SIKYyCh OJIary BICTKY.

Omxe, Ban Beit 3poOuB HEHMOBIpHO Ba)KIMBHUII Ta BarOMHIA BHECOK Y 3apO-
JUKEHHSI HOBOI Tedil KUTalChKOI cepeAHbOBIMHOI Moe3ii «rip Ta pivok». TBoOpUicTh
Ban Best, Hapsity 3 TBOPUICTIO IBOX IHIIMX SICKPaBUX MPEICTABHUKIB 1€l enoxu — JIi
Bo ta [ly @y, sBiIs€THCS NMEPIMHOIO 30JI0TOTO BIKY KHTalCchKoi moesii. Ban Beii ctas
3aCHOBHHUKOM Teuil, sika 00’ €Haa B co01 Moe3ifo Ta Kajirpadiro.
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O. M. Crenanenko, H. 1. Bnacenko

OCOBJMUBOCTI POMAHIBAI HOBEJICTHYHOTO CIOJKETY
B “YCOJIOMKYBAJILHII ICTOPIi ®OPBOHIYCA I IPICIEPI”
T. JIOJUKA

CBOEpPITHICTD TIEPETBOPEHHS )KAaHPOBOI MOSTUKHM PEHECAHCHOI HOBEINH, 3/l C-
HEHOTO CaMOOYTHIM MUChbMEHHHUKOM—€en3aBeTHHIeM T. JlomkeM y BiacHOMY po-
MaHHOMY J1e0r0TI — ,,Ycos0KyBalbHil ictopii @opoowniyca i [picuepii” (“The De-
lictable Historie Of Forbonius and Prisceria”, 1582), BuU3Ha4a€eThcsi MaHbEPUCTUIHOIO
JIOMIHAHTOX0 HOTO TBOPYOTO MHuCHEHHS. CIMpalovrch Ha MEperssiy] CTAINX BU3HA-
4YeHb MaHbepm3MYy, 3icHeHnX JI. 5. [Totromkinoto Ta H.T. [axcapwsH [3; 4], MoxHa

CTBEP/DKYBATH, LI0 €CTETHYHE MIATPYHTS MHUTELBKOTO €KCIIEPUMEHTY, BTUICHOTO B

21 Crenanenko O. M., Brnacenko H. L, 2018
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HepLIOMY JIOKIBCHKOMY POMaHi, 33Ja€ThCsl IHTCHLIEI0 Ha CTBOPEHHS TaKOi XyI0 K-
HBOT IICHOCTI, B 5IKiif BiTOYBa€EThCsI BO33’ €JHAHHS 1CATLHOTO Ta PEATLHOTO, HEI 0-
CsDKHE B )KHUTTI 1 BU3HAYAIbHE [T TOBEACHHS IIepeBary “‘MaHepu’ HaJl “IPHPOJI0I0” .

CTBOpeHa MMCHMEHHUKOM SIK CBOEPITHHH ,,HOBHI 3pa30K’’ XyHA0XKHBOI CIIOBEC-
HOCTI, BIIMOBITHUI HOTO BIACHII KOHIICMIII JIiTepaTypHOi TBOPUYOCTI, BUKJIACHIA Y
»Binnosini Ha "llkory nermpuctoiiHocTell" CriBeHa ['occona Ha 3axmucT My3uKH,
[Moesii i1 Tearpanbuux Bucta” (1578—1579), ,.YconomkysanbHa ictopis ...” crajia
caMOOyTHIM BTUICHHSM 3arajbHOi CIPSMOBAHOCTI pOMaHHHUX HOBaliil 100u €13 a-
Bern | (1558 — 1603), mo BH3Hauanach HaCTAaHOBAaMH Ha AaBTOPCHKE CaMOCTBEP-
JOKCHHS TIUITXOM IHIWBITyali30BaHO-TOBUIFHOI KOMOIHAMI “TOTOBUX GopM” Xymo-
KHHO-CJIOBECHOTO TBOPEHHS [2] .

Peanizamis Takoro numaxy GOpMyBaHHS €IM3aBETHHCHKOI POMAHICTHKH — Bij-
OyBaeThCs B XOJ1 POMaHB3allli PEHECAHCHOTO HOBEIIICTUYHOTO CIOXKETY MPO JBOX
NUIIXETHUX 3aKOXaHMX i3 BOPOXKUX POJIB, SIKa IPYHTYETHCS Ha CIIOyISHH] MOJIEeH
JKaHPOTBOPEHHSI, BTUICHNX Y HOBEIICTHII Biipo/keHHS Ta aHTHYHOMY JFOOOBHO—
ABaHTIOPHOMY pPOMaHi.

Jlorika CHIBBITHECEHHS PEaKTyali30BaHUX APXITEKCTYAIbHUX MaTPHIb HOBEIH
1 pOMaHHOTO J)KaHPY B >KaHPOBIi opraHizaii ,,Y coJio JuKyBaJIbHOT iCTOPIi ...”" BUSIBIIS-
€ThCS BXKC B CEMAHTHILI Ta CTPYKTYpi Ha3BH TBOpY. CaM aBTOp Ha3WBa€ BIIACHHI
pOMaH ,,icTOPiel0”, BUKOPUCTOBYIOUH BU3HAYCHHSI OTIOBIII [TPO TIPaB/IMBE, CTBEPIK C-
HE y MOETHUII Ta PUTOPHII TPATUIIOHAII3MY 1 BITMOBITHE, 30KpeMa, OpIEHTaIlii HOBe-
JICTUYHOTO JKaHPY Ha 300paKeHHs1 HaZ3BUYAHHOTO, ajle pealbHoro. Auie Iij yac me-
PBUHHOI KOHKpETH3alil TeMaTHKH I[HOTO ,,ICTOPUYHOTO” HApaTUBY, 10 3abe3medy-
€ThCSI O3HAYCHHSIM Y POMaHHOMY 3aroJIOBKy HOTO TOJIOBHUX JIHOBHX 0cid — Dopbo-
Hiyca Ta [Ipicuepii, i i 4ac 1X MoJaibiIoi — eKCIO3UIIHHOT — XapaKTepUCTHI, B
SIKI 3aKOXaHI Ha3MBAIOTHCS HAIakamu repois ,,Ediomiku” [emogopa — Bramgaps
Ediomii [Nimacma i csimeHHocy)kutens CiciMiTpa, aKICHTYEThCS BUTAJIAHICTh 1 pea-
JTHHOCTI, 300pakeHoi B ebroTHOMY pomani T. JIomka, 1 Xyn0KHBOT ATICHOCTI Teio-
JIOPIBCHKOT0 poMaHy. Tak BUSIBISIETHCSI pOMaHIYHA MOTHBHA IEPIIOOCHOBA 00paHOTOo
HOBEJICTHYHOTO CIOXKETY, IO B Ii JIOJHKIBCBKOMY OCMFCIICHHI BIIMEXOBYETHCS Bi
ICTOPHYHO JOCTOBIPHOTO. [l0 TOTO K, aKIICHTYIOUH , JIITCPATyPHICTE” CBITY ,,YCOJIO-
JOKYBaITBHOT iICTOPIi ..., BiZIaleHOTO B HOTO 9acOMPOCTOPOBUX MapaMeTpax Bill KHUT-
TeBOT peasrbHOCTI, T. JIO/K CTBEPIIKYE BIICTOPOHEHICTH Bifl )KHTTS 1 CAMOTO MOTHBY
BUIPOOOBYBaHHS “BHCOKHX TepoiB Ha BIPHICTH ineaiy (K Bimomo, cam [ermonop,
HABITaKH, IMITKPECIIOBAB CIPABXKHICTh MIHOBUX OCI0 i JOCTOBIPHICTH 3MaTbOBaHIX
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MOJIIH, JOKAN3BYIOYH iX y KOHKPETHOMY ICTOPHYHOMY 4Yaci Ta reorpadigHOMY IIpo C-
Topi). Y Takuil crocid y JOKIBCAKOMY PO3TOPTaHHI HOBEIICTHUYHOTO CHOKETY Y
“IpOIOBXKEHHS POMAaHHOI OTIOBiMi, PO3MOYATOi B €MOXY aHTHYHOCTI, O3HAYYETHCS
MaHBEPUCTUYHE PO3YMIHHSI MUCTELTBA SIK BTUICHHSI HAWBUIIOT NIPaBau OYTTS — HOTO
eiineTnaHOi 0(OPMIICHOCTI, BUSBICHHS AKOi B )KUTTEBIN AIICHOCTI € OE3KIHEUHO [1a-

1106 Bupa3uTH CBOE Da4YEHHs Xy10KHBO-CIIOBECHOI TBOPUYOCTI SIK C1IOcO0y BO-
33'€/IHAHHS PETLHOTO H i1eaTbHOTO, PO3MEXOBaHMX Y KUTTI, T. Jlok mepeocMuc-
JIFOE BU3HAYCHHS METH O3l sIK ““yCOJIOKEHHs, 0 ¢(hopMyBaJIoCh Y pycii CTaHO-
BJIEHHS i1 ToparliaHchKO1 KOHIIEIIIl K albTepHATHBA HAI[UIEHOCTI IOCTHIHOTO TBO-
PEHHsI Ha HACJITyBaHHS MPABAMBOTO 1 MPaBAOINOIIOHOTO, sika Oyia 0OrpyHTOBaHA
ApUCTOTENIBCHKOTO MMOETUKOI0. XapakTepu3ytoun ictopito Popboniyca i [Ipictepii sk
“yCcoJIOJKyBaIbHY’, NMUCHMEHHUK aKIIEHTYE 3/JaTHICTh MHUCTENTBAa CIJIOBA JOJIATH
JKUTTEBY HEAOBEPIICHICTD Y CTBOPIOBAHIN HUM JTOCKOHAIIN IICHOCTI

3aaHa MepcreKTHBa poMaHi3alii HOBENM pealiByeThCsl y X011 GpopMyBaHHS
0araTocKIagHOl XyA0KHBOT PeaJbHOCTI MEPILOTo JIOIKIBCHKOI'0 POMaHy, 1€ BU3Ha-
YaJbHa ISl HOBENICTHKH IHTepiopH3allisi KOHQIIKTY BiTOYBa€eThCs depe3 BBEJCHHS B
POMaHHUI HAPATUB JAPaMaTUIHHUX MIKPO(OPM — CIICH, 110 3a0€3MeUyOTh PO3ropTaH-
Hsl TICUXOJIOTIYHOTO TUIaHy KOJI3Il. Y MOHOJOTaxX i Aianorax AiHOBHX 0Ci0 putopud-
HE CJIOBO BHCTYIIAE 30BHIIIHBOIO (POPMOIO BUPKEHHS BHYTPIIHHOTO CTaHy T'epOiB,
peani3yroun CBOIO TPAAHIIIHHO-poMaHHy (yHKIioHATBHICTS [1]. T. Jlomk mpomonye
OpHUTriHaJIIbHE PIlICHHS! HOBEIICTUYHOTO KOHTPAITYHKTY, SIKUii HaOyBa€e BioOpa)KeHHs
y peduexcii @opboniyca i [Ipicuepii Hag KOHGIIIKTHOIO CUTYAIIEI0, PO3TOPTAIOYUCH
y poMaHHe “Oararoroyoccs’”’. 3pIBHIOIOYH 33 3HAYYILICTIO IS JIFoauHU J{0o — ro-
JIOBHY PYILIiiHY CHIY y TelioI0pIBCbKOMY pOMaHi — 3 YSIBOIO — HAHBaXKIIMBILIAM JJIs1
»MHCTETBA MaHepH ™’ criocoO0oM To01aH sl POKy, — MUTEIb BUCYBa€ HETPAIULIIHHY,
010 TIOMEPEAHIX BepCild BUKIIAICHOT HUM “iCTOpIii”, pPO3B'A3Ky KOHMIIKTY — mepe-
MOTY KOXaHHS HaJ pOJOBOIO BOPOXKHEYEI. 3a JOIOMOTOI IHAWBITYyaIHHO-
JIOBUIHHOTO MTOETHAHHS KOMOIHAILI ,,roTOBHX” (hopM Ta MIKpO(HOPM XyT0KHBOT CI10-
BECHOCTI MUTEIb AKLEHTYE JHTEPATypHY ,,TJOKAT3aIlil0” TaKOTO BHPIIIEHHS KOJIi3ii,
HaBPSI YU MOKIIMBOTO y PEalbHOMY JKHUTTI.

JIoIKIBCEKIIM BUOOPOM CIOKETHKH, aKTyalli30BaHOI B iTaJlo—pEHECAHCHUX HO-
BeJIax IIiJl 4ac Xy/10KHbOTO BTUICHHS OCHOBOTIOJIOKHHX JJIsl MEHTaJIbHOCTI PeHecan-
Cy YSIBJICHb TPO 3/IaTHICTh JIFOACHKOT 0COOMCTOCTI 1O TBOPUOCTI, CIIPSIMOBAHOT Ha ra-
PMOHIBaII0 TIMCHOCTI, BU3HAYAETHCS 1 TpaHCc(hopMaIlist ’KaHPOBOT TIOSTUKH aHTHYHOT
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TM000BHO—ABAHTIOPHOT POMAHICTHKH B ,,Y COJIOIKYBAJIbHIN icTOpii...”. 3anepeuyoun
Biaay Jlosi Ha JIFOAMHOTO, 10 CTBEPAIIACH Y X011 3MAJFOBaHHS BUIPOOOBYBAHb il e-
FHUX IrepoiBy poMaHax ['emiogopa Ta HOTo MOCTITOBHUKIB, Y AKUX BHUIIAJI0K MTAHYE
HaJ| JTI0JIChKOr0 BoJeto, T.JIopK, 0JHAK, TIeperyisiiac i TpaKTyBaHHS I[bOI'0 MOTHUBY B
HOBEJICTHYHUX PO3poOKax 00paHOTO HUM CIOKETY, Hacamrepen, y “Pomeo i J[xy-
meetTi’ (01.1554) M. bannmemio, ae roHI 3aK0XaHi 300paKyIOTBCS BIDHIMHU CBOEMY
MOYYTTIO, aJic HE 3[JaTHUMH 30€pErTH BIIACHE XKUTTS, 3aXHIIAI0YH JI000B Bill IPUMX-
mBoi @opTyHu. [IMCEMEHHNK—€eM3aBeTHHELb (POPMYE BIACHY TPAEKTOPIIO PYXy pe-
HECaHCHO-TYMaHICTUYHOT pedJiekcil TBOPUOTro caMO3/1ICHEHHS JIFOIUHHU 10 MEXi, e
CTBEP/IKYETHCSI MUTEIbKAI BOJIFOHTAPU3M, BU3HAYATBHUN [T MaHbEPU3MY: 300D a-
KYIOUYH TI010J1aHHs IpuMX JloJ1i 32 TOMOMOroto cuiii YsIBH, MUTEIb IOBOUTH 3/1aT-
HICTH MHCTENTBA BO33’ €IHYBATH ieabHE Ta pealbHEe, PO3MEKOBaHI y JKUTTEBINA Hili-
cHocri. [ToB’si3ytoun Jlomro 3 TpaguIiiiHO-BOPOKUMH CTOCYHKaMH CIMEl 3aKOXaHHX,
3arpo3JMBAMH IS X MOYYTTS, 1 CIIBBITHOCAYHN YABY i3 0COOUCTICHUMHE MO3UITIIMA
®Dopboniyca ta [Ipictiepii, TOTOBHUX 3aXHIIATH CBOIO JTFO00B, aBTOP ,,Y COJIOKYBaIb-
HOT iCTOPII...” BUSIBJISIE OJTHY 3 @HTMHOMIH JIFOJICBKOTO ICHYBaHHSI, 1110 OCMHCITIOBAJIU-
Csl MUTLIMU—MaHBEPUCTAMH SIK TIEPETYMOBH HOTO HEZOCKOHAIOCTI, SIKa MOXKe OyTH
0JI0JIaHa JIMIIE CHIJIOK MUCTEUTBA. Tak CTBEPKY€EThCS Ta CIIBBIIHECCHICTh Xy[10-
JKHBOI IIHCHOCTI TMEPINOTO JIOMKIBCHKOTO POMAaHY i3 JKUTTEBOIO PEATBHICTIO, IO
03HAYYETHCS B IOT0 3aroJIOBKY.
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S1.B. Ctopuax

HACJIITYBAHHS TOTUMHMX TPAJIULINA Y POMAHI ATATH KPICTI
«THE PALE HORSE»

Koxen xynoxHil cTiib Bupaxae gitocodito cBoei enoxu, i1 CBITOrISIA Ta CBI-
TOCTIPUUAHSITTS. Takoo € 1 TOTHKA SIK XY/I0KHINA CTUIIb, 10 BUPI3HAETHCS CBOEIO yPO-
YHUCTOIO MiTHECEHICTIO [4, 259]. 3’sicyBaTi MPUYMHM HE3racalovyoro yCIixy TOTHIHO-
ro JKaHpy TMparHyiu Oararo JITepaTypO3HaBIB Ta HAyKOBIIB, Cepel HHUX OyiH
M. Camepc, E. Bropkxen, E. Paiino, E. bropk Ta 1. Bapwma, siki Hamaramics po3kiac-
TH TOTHKY Ha YaCTHHHU Ta Mi3HATH i1 CyTh [5, 1].

B xypnani «Mup @antactikm» B ctarti «[loman o cmeptu. CoBpeMeHHas T0-
THUYecKas ureparypa» b. HeBcbkuil 3a3Havae, mo faneko He OyIb-sIKi <OKaXm» MO-
JKHA YHAJICKHUTH O TOTHIHOTO JKaHPY. BiH BUALIAE TPH TOJIOBHI TEMH TOTUYHO]T JTi-
Teparypu. [lo-niepie, 1e KyabT cMepTi, KOTpHUH IIPOHU3YE BCIO JHTEPATypy ’KaxiB Bijl
camux 11 BUTOKIB. /Ipyroio OCHOBHOIO TeMOIO ToTH4HOI sireparypu b. HeBchkuii
BBa)Xa€ TEMY NMPHUBHAIB, 30MOi Ta YOPHOI Marii. A 10 TpeThOi TeMH BITHOCSTHCS iCTO-
pii po BammipiB [5, 19].

BpaxoByoun L0 XapaKTepHCTHKY TOTHYHHUX TEKCTIB, MOKHA 3 YIIEBHEHICTIO
cTBepKyBaty, 1o poman Arartu Kpicti « The Pale Horse» Hae:xuth came 10 TOTH-
YHUX TEKCTIB, aJKe y IIbOMY POMaHi BUCBITIIIOETHCS IpyTa TeMa TOTHYHO] JITepaTy-
pu, a came — Tema 4opHoi Marii. CIOXKeT IIbOro POMaHy PO3BHBAETHCSI HABKOJIO OY/i-
BJIl KOJIMIIHBOTO TOTENIO, B IKOMY MIPOKUBAIOTH TPH JKIHKH, KOTPi 3aiiMarOTHCS 4O P-
HOIO Marieto. HaBith cami BOHM HaTAKaIOTh FOJIOBHOMY I'€PO€BI Ha CBOI MOXKIIMBOCTI
M030aBUTH JIIOAMHY XHUTTS Ha BinctaHi. [lepiia 3 HUX 3aliMa€eThCsl OKYJIbTHUMHU Hay-
KaMH, Jpyra — MeJiiyMm, a Tpersi — BinbMa. Came BOHH, SIK 31a€ThCS Ha MEPIINA TIOT-
JISIIT, CIIPUYMHUIIN CMEPTh ICKUIBKOX I0HEIaBHa a0COJIFOTHO 3J0POBHUX JIFOJICH 3a J10-
MTOMOTOFO Marii.

VY cBoiit po6oTi FO.B. JlokimHa 3ragye npo Taki 000B’I3KOBI1 175l TOTHYHOTO
pPOMaHy eleMeHTH:

o CIOXKET OyIy€eThCSl HAaBKOJIO TAEMHUI (YMECH 3HUKHEHHS, TAEMHUYE T10-
XOJKEHHsI, HePO3KPHUTHH 3704YnH, (atansHe mepeciimyBaHds). Hepinko B ogHOMY
pOMaHi KOMOIHYIOThCS ICKUTbKa TAEMHUIIb;

° PO3MOBIb HarHiTae arMocepy CTpaxy Ta xaxy i po3BepTaeThCs B MO C-

© Cropuax 4.B., 2018
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JITOBHOCTI EIi30/iB, IO 3arPOKYIOTh YKHUTTIO Ta IIACTIO TePOiB;

° HAMOLIBII TOMYJISIPHE MICIIe Iii — BigajeHH, 3aralKoBHN [iM, 3aMOK,
MOHACTHP 3 TAEMHAYUM MHHYJIAM. Y HbOMY NMPHUCYTHI TEMHI KIMHATH Ta IPOCTOPHU
i 3a00pPOHOI0 BXOIY, HABKOJIO HHOTO — OE3JIFOIHA MICIICBICTh, IyCTKA, JIiCH, 00JI0-
Ta;

° y HeHTpi 1ii — AeMOHIMHMH 3JI0/1ili, KOTPOMY BiBEIeHa POJIb Kara, a re-
POSIM-100pOIisIM — POJIb HOTO HEBUHHHUX JKEPTB;

° pOMaH MICTHTh eJIeMEHTH (aHTaCTUKH Ta MICTHKH [2, 17].

VY pomani «The Pale Horse» croxer OyayeThcsi HABKOJIO TAEMHHIL BOMB-
cTBa OoTIs ['OopMaHa Ta CIIUCKy MPI3BHII, Yepe3 SIKHUi, BIpOTIiNHIIIE 3a BCe, HOTO 1 Oy-
70 BOHMTO. ATMOC(epa HarHiTaeTbCs TOYMHAIOYY BiJl OYATKy pOMaHy 10 HOTO Ky-
mpMiHamii. s Toro, mo6 po3ragaTé TAEMHUITIO BOUBCTBA, TOJIOBHI Tepoi cami BHp i-
HIYIOTh 3BEPHYTHUCS 3a TIOCITyraMH J0 TPHhOX JKIHOK, aje BXKE CKOPO JKAIKYIOTh IPO
1€, TOMY III0 iIXHbOMY JKHTTIO BJKE TIOYHHAE 3arpOKyBaTH Hebe3neka. Y MEeHTpi MoIii
pomMaHy — OyiBIIsI KOJMIIHEOTO TOTEINIO, M0ICHKYIOTh, 110 B HHOMY PaHiIlle 3yIHHSI-
JHCsl pO30IHHMKY Ta HABITh 3aMOYHI MaHPIBHHUKH, SIKi MOTIM 3HUKaM Oe3BicTi. O1-
kKe, SIK MU 0a4MMO, 1110 MICTHKa BCHOTO POMaHy PO3BUBAETHCS HABKOJIO TPHOX OCI0 Ta
TXHIX HaJ3BUYalHUX MOMIIMBOCTEH.

Taknmm gynHOM «The Pale Horse» oxorumoe Bci 000B’ I3KOB1 €IEMEHTH TOTHY-
HOT'O POMaHy.

Jisa Beix pomaniB A. KpicTi, B ToMy 9HCHi i 171 TOCTIIKYBAaHOTO HAMH, Bia-
CTHBa BEJIMKA KUIbKICTh TAEMHUIIb 1 HEJOMOBOK. Ll Tpamuilisi csirae KOpIHHSAM B ro-
TUYHUH POMaH, Ji¢ TAEMHUYE CIPUAMAETHCS SIK MICTHYHE. THUM HE MEHIIIe, Y TBOpax
A. Kpicti TaeMHHUYE, SIK TPABUJIIO, € MICTHYHUM JIMIIC HA TIEPLINIA TTOTJISA, HacpaBi
KOJKEH MICTHIIM3M JIETKO HOSICHIOETHCS JIOTTYHO, a 1€ BXKE € PHCOI0 JETEKTUBHOTO
KaHPY.

l'oTryHMi poMaH Ta JIETEKTHUB TIOB’ 13aHI MDK COOO0I0 TOJIOBHOIO PUCOI0 — ICHY-
BaHHSM TA€MHHIII, CaMe TAEMHHILS € OCHOBOIO CIOXKETY SIK TOTHYHOI'O POMaHy, TaK i
JIETEKTUBY, 0€3 TAEMHUIII CTBOPUTH FOTHYHHN pOMaH ad0 JIETeKTUB HEMOXKITUBO. J{i1s
pomaniB A. KpicTi XapakTepHUM € palioHaIbHe, PO3yMHE OOTPYHTYBaHHS THX pe-
Yei, sIKi B TOTHIII MTOSICHIOBATUCS MICTHYHUMHE CHJIAMH.

He menm BaxxmmBy poiib y poMadi Bimirpae ioro HasBa («The Pale Horsey),
mo Oyrna 3armo3udeHa i3 TekcTy KHurn «OaxpoBenns loanna borocnosay, came Bep-
IIHUKOM «OJIIOT0» KOHS € OCTaHHIN 3 BEPUIHKUKIB anokamirncucy — CMepTh.

MerTo10 HaIOTO JOCIKEHHSI TaKOoX € CTWIIICTHIHHWI aHal3 TEKCTYy pOMaHy
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«The Pale Horse»: mocmimkeHHs CTHICTHYHUX (HICyp Ta MPUHAOMIB, SKi JOTIOMOTIA
MUCHMEHHHUII CTBOPUTH TOTHUHY aTMOC(HEpPy TEKCTY.

3 Halnepmmx psAKiB cBoro TBOpy A. KpicTi modmHae CTBOPIOBATH TOTHYHY
MOXMYpPY arMocdepy 3a JOMOMOTO0 CMITETIB Ta MOPIBHIHE. Tak, HalIepImM psi -
KOM y TBODI € Takuii: « The Espresso machine behind my shoulder hissed like an an-
gry snakey [1, 7]. He BUagkoBO aBTOpKA 3TaAye caMe 3Mit0 ISl HOPI6HAHHA, AIKE
Maike KOXKHOMY 3Mifl 34a€ThCSl YUMOCH CTPALIHUM, HEOE3[IEYHUM.

«The noise it made had a sinister, not to say devilish, suggestion about it»
[1, 7]. Enimemu B iboMy DPSIIKY TaKOXX HATPUMYIOTH TOTHYHY aTMOC(epy TEKCTY,
HACTOPO’KYIOUM YuTaya. TakuM ke € 1 BAKOPUCTAHHS eIiTeTa y TaKOMY PSAKY: « It
was the matter-of-fact way she said it, that was so spine-chillingy [1, 54].

«The intimidating angry scream of jet planes as they flash across the sky, the
slow menacing rumble of a tube train approaching through its tunnel» [1, 7 ]. Sk mu
6agnmo, A. Kpicti omicye OyaeHHi, 3BUYaifHi 3BYKH MICBKOTO JKUTTS, SIKi, THM HE
MEHIIIe, HACTOPO’KYIOTh Ta JIIKAIOTh I'OJIOBHOT'O I'eposl Ta IHTPUTYIOTh YHTa4a, BCe-
JSIFOYH IHTEpeC 710 MOJAbIIHX A1l y pOMaHi.

«A dangerousworld — that was it, a dangerousworld» [1, 7]. SIx 6aanmo, s
1i€T 5K METH aBTOp BUKOPUCTOBYE MOBTOPEHHS a00, TaK 3BaHUH, ghpeimine.

«Peace cameinto the room. The agony went out of the tortured eyes» [1, 26].
VY 1pOoMy BHITAJIKy TUCHMEHHUIIS OTIMCYE YMUPOTBOPEHHSI, ajle BCE 3K JI0a€ 10 OIHCY
00pa3HOCTI Ta MICTUYHOCTI 32 JOMIOMOTOI0 MeTadop Ta, 3HOBY K TAKH, CITITETIB.

3ycTpidaeThest B TEKCTI TAKOXK Oarato BHITAIKIB BUKOPHCTaHHS OKCIOMOpPOHY:
«A doctor and an ambulance arrived simultaneously a little later. Mrs Coppins re-
ceived them with gloomy triumph. «Too late as usual!y she said. «She’s goney [1,
26]. OKCIOMOPOH MO€EAHYE y cO01 3a3BUUal HETIOEAHYBaHI MOHATTS 33151 TOTO, a0K
3BEpHYTH yBary ynuTada Ta 3MyCHTH HOTO 3aMUCIIMTUCS HAJl HAITCAHKUM.

Tum He MeHIe, NMCbMEHHHIT pOOUTH BCe abu HE 3aHAJITO JUCTAHIIOBATH
MOJIil B POMaHi Bill peanbHOTO KUTTA ynTada. A. KpicTi poOUTh moii OUTbI CXOXK -
MU Ha peajbHICTh 3aBJSK{ XMBHM JialoraMm, iqioMaM Ta ONKHCY MaHep pO3MOBHU
OKpeMHUX TIEPCOHAXIB K, HANPUKIAL, Y TaKOMY pAnKy: « Nah then — break it up —
break it up — You’ll ‘ave the whole street in in a minute. You'll ‘ave the coppers here.
Stop it, I sayy» [1, 12]. Lle 3my1nye untada BipUTH y IO poMaHy, iX peaqbHICTb.

3aBJISIKU TPOBEAEHOMY JIOCITIKEHHIO MU BUSIBHJIA PUCU TOTHYHOT'O POMaHy Ta
Horo HeBin’eMHi komroHeHTH y pomani Araru Kpicti « The Pale Horsey, 3’sicyBanu
PHCH JIETEKTHBY, SIKi OYJIM yCTIaJIKOBaHi HUM BiJ] TOTHYHOTO pOMaHy Ta B MEBHIN Mipi
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PO3TISIHYAM Ta AOCIIIMIN Ti CTHIICTUYHI 3aCO0M Ta MPUHOMH, SIKUMH HaidacTiIe
KOPHUCTYBaJIacsi aBTOPKa JJIs1 CTBOPEHHsI 0COOJMBOT MOTHYHOI arMoc(epH y TEKCTI
CBOTO pOMaHy.
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T. C. Tumenko, H. T". Benirina

HOHATTA KPACU I IPEKPACHOI'O B POMAHI
MAMKJIA KAHHIHTEMA «[TIOYUHAETHCS HIY»

[onsTTs Ipo mpekpacHe (PO Kpacy) iCHyBaIO 11e MOYNHAIOYH 3 aHTUYHOCTI
SIBumIe Kpacu € OTHUM 3 HAMBITOMIIIHX JFOJICHKHUX BracTuBOCTel. CaMa CyTh Mmpek-
PacHOTO B Pi3HI 4acH MOTJIa TPaKTyBaTHCh Mo-pisHOMY. [lyist ApicToTens Kpaca rnepur
3a BCe O3HaYasla NOPSJOK Ta BU3HAYCHICTD; IPOTATOM €IOX Kpaca Oyia MOHS TTAM,
sIKEe 03HAYaJI0 TAPMOHIIO Ta CUMETPIlo, CIIOKil Ta piBHOBary. KoHuenT kpacu mpucy-
THIH 1y XpUCTHSHCBHKIA €CTETHII, KOJIM MPEeKpacHe 03HAYaJIO SIBMIIE CBITJIa, SKe ijie
Bif BeeBuinboro, sk 3a3uauas IlnaToH.

Teopist mpekpacHoro opopmmiack y Himeuuuni B kinii XVIII - mou. XIX cT.,
KOJIM TIocTasa rmpobiemMa CIBBITHOMICHHS PEKPACHOTO 31 3MICTOM Ta (OPMOTO TIp e-
nMerta. ['erenb BOavaB NMpaBMIIbHUE IUISX B HACIAYBaHHI TPAIUIliii aHTUYHOCTI Ta
CepeqHhOBIYHOI €CTETHKH, BiH BBaXaB, IO Kpaca TOPIBHIOE iCTHHI, IO TIPEKpacHe €
«9yTTEBUM OaueHHsIM inei», TOOTO BOHO Mae OyTH HarmoBHeHe TyxoBHMM. llle pani-
e 3a ['erenst, Kaut MaB npoTHIIeKHY AYMKY, IO Kpaca CIIBBITHOCUTHCS BUKIIOYHO
3 (hopMOI0 TpeaMeTa, KoM HeoOXiHa JuIe cyBopa opMaibHa BIOPSAKOBAHICTD,

CUMETpIsl Ta 30BHINIHI IPOTIOPLIii, & HE IOCKOHAICTh Y1 3BOPYIUIMBICTh. Takum 4 u-
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HoM BueHHs Kanta Ta ['erens mpo mpekpacHe Ha3uBaIM €CTETHKOIO (JOpPMH Ta ecTe-
THKOIO 3MicTy [5, 16-17].

Mucmureni Hiveaunan XIX cT. HEpiIKO CTaBHIM €CTETUYHI IIHHOCTI BUILE 3a
Bcix iHmmmX. Ha nymky Illunnepa, TUIbKM €CTETUYHUI CTaH JIFOJICHKOT IPUPOIH TP O-
SBIIETBCS. B YHCTOTI Ta O6e3nocepennocTi, [llemminr BBaXkaB, mo «go0po, sike He €
Kpacoro, He € i abCOMIOTHUM I0O0pomM». [HImit HiMerpkuil Gitocod Hirmre cTBep-
JUKYBaB, 1110 «ICHYBaHHS CBITY MOXe OYTH BHUIpaB/aHe JIMIIIE SIK eCTETUYHUI (eHo-
MEH», BIH NPOTOJIONIYBaB iCHyBaHHS ifeally JIFOJIWHH, sika HE Oyzae paxyBarHcs 3
Oy/nb-sIKUMH 0OMeXeHHsIMH. Take TpakTyBaHHs €CTETU3MY OTPUMAJIO BHCBITICHHS Y
pomani O. Yaitmsaa «Iloptper Jopiana ['pes» [5, 34-35].

Himre Takoy TpakTyBaB MOHSTTS «IIPEKPACHE» B TPAIULIHHOMY PO3YMIHHI SIK
aToJUIOHIYHE HA4yallo, SIKe HAHOUIBII SICKPAaBO BHPAKEHE B aHTUYHIN CKYIBNTYpi Ta
eroci, HoMy XapakrepHa cB000/1a Bl HECTPMMHHX MOPHBIB Ta CTpacTel, pO3yMiHHSA
Mipu, Myznpuii criokiid. Ha mpoTuBary risomy ¢inocod BHAULIE HITY CTOPOHY IIPHP O-
JIV JTIOIMHY — JIOHICIHCTBO SIK c(hepa HECTPUMHHX CTpacTei, 6e3yMCTB Ta JTyXOBHO -
TUlecHHX nopuBiB. 3rojgom Himie HaBiTh 3a3HauaB, 1O «[IOHICIHChKA €CTETHKA»
NpUTaMaHHa «HAIUTIOUHDY, sIKa OJIep)KUMa Karow Biaau. B noxansmomy HimeaH-
CbKHUH €CTeTU3M CTaB MPEIMETOM Cepilo3HOT KpuTuku [5, 19-20].

VY cBoemy pomani «[lounHaeTbcs HIY» aMEPHKAHCHKHH MHUCHMEHHHK-
noctMojiepHicT M. KaHHIHreM CTaBUTh MUTaHHS MICLisl Kpacu B Cy4acHOMY CBITI, B
Tepio]] Meperiisiay CaMoro IMOHATTS MUCTEHTBA. UM MOXKITHBE ICHYBaHHS KPacH B CBi-
Ti, Ie KOPJAOHU MDK HCIO 1 TOTBOPHICTIO CTalOTh XUTKUMH? B CBITL, JIe icHY€ ecTeTu-
Ka TIOTBOPHOTO, MEPTBI TBAPHHU SIK 00'€KT MICTENTBA, KiTYeBa MIpOOKa 3aMiCTh aB-
TEeHTUYHOCTI, MapoJIil0OBaHHs, BHUTICHEHHs eMoliiHocTL. Jle cepex mporo mrykaru
Kpacy, 11110 NOTpiOHO YekaTd Bi HOBOI MoJeni muctenTBa? OTke B pOMaHi ocrae
BIUHE IMUTAHHS TONIYKY imeay.

CBiif inean Kpacu roJIoBHHH repoil poMany ranepucrt llirep HecnioiBaHo 3Ha-
XOJUTh B MOJIOJIIOMY Oparti cBo€i ApyxkuHH. BiH BimdyBae HE3pO3yMUIHIA MOTAT 0
Mi33i, SIKHii [TOCTAE 11 HbOT'0 «BTUICHHSIM CBOOOIM» Ta YOCOOJICHHSIM JKHUBOT CKYITb-
ntypu «bpon3oBa enoxa» Poena (MaeTbest Ha yBa3i CKyJIbIITYpa KpacHBOTO OpOH3 0-
BOTO XJIOIUMKA, KU HAa3aBXK/IM 3aCTUT B JJOCKOHAJIOCTI, SKUM [litep MuityeThes min
yac HOro BiMBimyBaHHS My3er0 MeTporouniteH): «...he could be an undiscovered
Rodin, the aging but unbowed, a figure of stern dignity, standing foursquare,
weaponless, bare-chested...» [6, 67], BiH BruBae Ha [litepa, sik kpaca BIUIMBaE Ha
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BCIX JIFOZICH, HE3aJIXKHO BiI CTATi YU CEKCYAIbHOCTI — BHHHUKAE Oa)XaHHS JOTOPKHY-
TUCS 10 Hel. Mi331 0THOYACHO YOCOOITFOE KOTIIIO APY>KUHH TOJIOBHOTO T'ePOsi B MOJIO-
JIOCTI Ta peiHKapHalito moMepioro 6para Ilirepa. Ane cyts 006pa3y Mi33i mossrae B
TOMY, IO BiH cTae s Ilirepa HEBIOBUMOIO CYTHICTIO MUCTEITBA.

[lirep cTae oJepKMMUM HE3EMHOIO BPOJOIO IOHAKa, Horo mousoxicTio. Ilpo-
CTEeXY€ETbCSI OI0MIHCHKMI MOTHB 3a00POHEHOTO TIJIOAY, KOJIU T€, II0 BBAKAETHCS He-
NPaBWILHAM, OZHOYACHO BINIITOBXYE Ta MPUTATYE, BAOUTh. TaKoX MPOCTEKYETHCS
npoOieMa pOMaHTHIHOTO eckamidMy XIX cT. — CBO€pITHOT BTEYi B THITIOYOFO JTili-
cHocTi y cBiT Mpiit Ta ineaniB. Came B XVIII-XIX cTONITTSX MOMUIyK i€abHOTO Bif-
OyBaBcs B icTopii 1 midoorii Pumy i I'perii. [Ipobmemy Takux imo3iit MO>kHA PO3T-
JSIHYTH SIK TPy, BTeuy abo Mpito. ['onoBHUIi repoii pomany KanHiHrema pozuapoBa-
HUHM CBOIM JKUTTSM, BiH MEPEKUBAE KPHU3Y CEPEIHBOTO BIKYy, HOTO XBIIIIOE TITMOOKA
JKara, BiTYaiTynHe OakaHHS BIIIYKATH Ty Kpacy, sika 37a€ThCsl HEJIOCSHKHOIO: « He
can't stop himself from mourning some lost world, he couldn't say which world
exactly but someplace that isn't thisy [6, 14].

OueBuiHO, 110 BUHHUKAE TI0JIeMika 3 HoBesloto Tomaca Manna «CwmepTsb y Be-
Helii», B sIKii TosoBHUI repoii ['foctaB (oH Amenbax 3ycTpidae Ta CTae OJepiKH-
MUM 14-pIMHUM TIOJILCHKUM XJIOMTUUKOM “00’KecTBeHHOI kpacu” Ha iM’s1 Tanzio. Ko-
m Amen6ax Oaunte Tan3io, BiH 3ragye MOUYyTTs, SKi BIH MaB JaBHO, paHHI Ta IIiHHI
CMYTH Ceplisl, SIKi TOMEPJIM B XO/Ii CYBOPOTO KHTTA 1Temep, Tak JUBHO 3MIHEHI, 110-
BEPTAIOTHCS 10 HHOTO. B oHOMY 3i cBOiX iHTEpB’10 caM KaHHiHTeM 3a3HAYMB, IO,
NPAaIfo0YH HajJl POMaHOM, BiH He 0Jipa3y IOMITHB 3B'SI30K 13 HOBenoro MaHHa, ajKe
ICHYIOTh BHIIQJIKH, KOJIM KHATA HACTUTHKU TTIMOOKO BPaKae, M0 BXKE HE MOJKEI Bi0-
KpEeMUTH CBO1 inei Bin He cBOIX. TUIbKH MOTIM BiH 3p03YMiB, IO CIOKET TaKUX BITHO-
CHH € KJIACHYHUM JaBHbOTPEIBKUM [2].

OTKe BUHUKAae KOH(IIKT, MPUTAMAaHHUH JIEKaJJeHTCHKOMY CTHIIIO, €CTCTHYHI
MPUHIIUIHN SKOTO YaCTO BCTAHOBJIIOIOTh B32€MO3B’SI30K Ta OMO3HIIII0 MDK HOHSATTSMH
«UIHHICTh MUCTELTBa» Ta «3HAYCHHS SPOTUYHOTO OaKaHHs», KOJM BHHHKAE CTHKA
crpuiiaaTTs MuctentBa. Jlimst KanHinrema HoBena MaHHa CcTae MPUKIAAOM B3ae-
MO3B’ SI3KY JIFOICHKUX TIOYYTTIB 3 KyJHTOM KPacH Ta MOJIOJIOCTI.

CriteauM y «ITounHaerses Hiu» Ta « CMepTh y Bererii» 6e3nepedHo € xapax-
TEPUCTUKA CTapiFOUYMX 3aKOXAHUX, SIKi € MEIIKAHIIIMHU CBITy MUCTEITBA, BOHH OOJTi-
CHO TIEPEXMBAIOTh HaB'S3JIMBI CTEPEOTHIH 1 KIIIIe, i 0akaroTh BHOpATHCS 13 CBOET
6e3oaui. Ilirep Xappic Ta AleHOax CTarOTh >KEPTBAMH BJIACHUX €CTETH30BaHMX
JKUTTEBUX IUIIXIB, IX 000X BBOJUTH B OMaHy <CKaxJIMBa, OCIIIUIIOI04a Kpacay. J{is
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AnreHOaxa BUHUKAE TPUBOTA Tepel 00JMIYSM SK3UCTEHLIMHUX MPOOJIeM, TaKUX SIK
Kpaca, Jkax 1 MparHeHHsl, 110 3JIMBAIOTHCSI OJTUH 3 OJTHUM Y MPOIIECi XyI0KHbOI TBO -
4gocTi. /711 HbOT0 MoCTae MUTaHHS HEBIATMOBIAHOCTI HOTO eKaIEHTCHKOT 3aKOXaHOCTI
y Taazio 3 KJIacCUYHUM €THYHO BHCOKUM CTaHOBHIIEM, SIKE BIH NPE/ICTABIISIE B CBOTH
miTeparypHiit TBopuocTi [1, 200].

Xoua s Ilirepa Mosoqimii Opar ApyKUHM CTAE ileaTbHAM 3pa3KOM YOJIOBi-
4oi kpacu, iM’si Mi33i HelapMa € CKOPOYCHUM HIKHEHMOM BiJl aHIIIHCHKOTO CIIOBA
"mommnka" (mistake), amke BIH TaKoX € HEBMOTHBOBAHMM, HApKOMaHOM-
MaHIIyJISI TOPOM, SIKMH pyXaeThesi B OIK caMO3HHMIIEHHs. Mo)kHa 3p0OHUTH BUCHOBOK,
II0 TaKa Kpaca € OTPYIHOIO, aJ[)Ke He 3aBKI1 Kpaca Hece Jiuiie 100po, Mo ioHui 11e-
MOHIYHHMH €CTETH3M, KU MPOTHCTABIISIE ce0e eTHYHUM LIIHHOCTSIM 00pa, caMoIio-
JKEpTBH, BIAMOBITATEHOCTI, cpopMyBaBcs B KiHmi XIX cT.

[pocTexuTn aro3it0 MOXKHA HE TUTBKH 3 HOBesoro T. ManHa, a i 3 «lyiHsaH-
CBHKHMH €JIETIIMI» aBCTPIHCHKOTO moeTa-cuMmBouticta Paitnepa Mapii Pinbke. J{o pe-
4i, came emnirpad 10 poMany HalexuTh 10 «Enerii nepmoi»: «Beauty is nothing but
the beginning of terrory. B onnomy 3 inTeps’to Maiikia KanHiHrema 3anurand, 4u
rocTae, Ha HOTO TYMKY, Taka ()paza B ONO3MIIIO 3 3arallbHOBIJOMOIO IIUTATOIO P O-
cificbkoro kiacuka ®. JloctoeBchkoro: «Kpaca epsamye ceim»? Ha mo Kanuinrem
BIIMOBINAE, IO TaK HE BBaXKAE, aJKe, X0ua PiTbke BHKOPUCTOBYE CIIOBO «Kax», ale
B TOW caMuii yac rOBOPHTH, L0 KPaca € MOYaTKOM 3MiH B JKHTTi, YUMOCH Ha KILITAJIT
«cTpaxy nepex borom», 61aroroBiHHAM IMepea HOTo 0OIMIYsAM. A caM aBTOp OKpiM
HOBenM ManHa, mnepuodyeproBo BOauaB napadpas me # 3 MICTHYHHM TPUIIEPOM
Anbdpena 'ukoka «3anamopoueHus» (Vertigo, 1958), B skoMy Tako»k MPUCYTHI MO-
THUBH €CKaIli3MY JI0 CBITYy UTFO3ii1 [4].

Amenbax HecBimoMo OosiBcs Toro, mo Hirre Ha3uBaB TiOHICIACHKAM Haya-
JIOM — TaKa KOHIIEMIis MOB's13aHa 3 BUXOJOM 3-I11]] KOHTPOJIFO HENPHUOOPKAaHUX TOTSI-
riB 1 OaxaHb — HOMY CHUTBLCSI COH IPO JTIOHICIHCHKI MicTepii, 1 COH 1el — K04 /10
BCi€i HOBET, B Hilf 3aKJIaCHUI O0CHOBHHUN KOH(MIIKT, HAI3BUIAHHO XapaKTePHUH IS
Ti€l ermoxu, B sIKy BOHA HamucaHa. JlioHiciiickuii movyaTtok MoximBo s [lirepa He €
cTpamHuM, ane poMmad KaHHiHTeMa, 30KpeMa, 1 Ipo Te, M0 MUBLUTRAIA, 030pOiBIIHI
Hac npotH JlioHica rcruxoaHai3oM 1 IHIIMMH, HOJI OUIbIN e(heKTUBHUMH HCTPYM e-
HTaMH, 10 MOSABH SIKMX AmleHOax HE JO0KUB, 3AINIIMIA HAC 0€33aXUCHUMH TIepes
AnommoHoM, ToOTO Tiepen kpacoro. Mi33i BTUIIOE B 0Ol allOJUTOHIYHAN TTOYATOK —
OJIHAaK HE B HIILICAHCHKOMY, a B NEPBICHOMY 3HaueHHI: AoJUIOH OyB IUTHTEIEM,

SIKHMIA OJIHOYAaCHO IMPUHOCHUB XBOpO6I/I i CMCPTh; FOMep TOBOPUTH IMMPO HHOT'O gK PO
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)axmBe 00xkectBo [5, 20]. [opsaTyHok Bim i€l oTpyitHOi kpacu Ilirep 3pemroro
3HAXOJIUTh — B MPOXOJIOJHOCTI HOYYTTIB, B MOBCAKIEHHOCTI 1 3BU4IL: «No. This is
my life, it’s not Death in Goddamned Venice» [6, 89].
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M.O. Tormumio
EK®PA3A Y POMAHI /UK. ®AYJI3A “MAI"™”

[HTEep IMCIMIUTIHAPHICTH — SIBUILIE, 10 HA IOBHY CHJIY 3asBIJIO IPO cede B Ha-
ykoBOMY AucKypci kiamsg XX — mouatky XXI cT. sk mpupoaHa motpeda HayKOBOi
criBmpali Ha neperuHi npobseM B 100y rioOanizamii. B rymanirapHiit cdepi nei
nporec TUIbKU HaOyBae 00epTiB, 60 y CydyacHOMY CBITI HE MOYKHA BUBYATH JTUCIIHU-
IUTIHU 130JIbOBAHO OJTHY BiJ IHIIOT, MEX HUMH 3aBXKIU € 3B'S30K. 3a TUMU K TIPUIU-
HaMU HaOyBae MOIYJISPHOCTI i HOHSTTS IHTEpMEialIbHOCTI, TOCIIIPKEHHS SIKOTO 0Yy-
T 3aTI0YaTKOBAaH| HAIPUKIHIII MHHYJIOTO CTOJITTS 1 JOCI JIMIMAOTHCS MTOPIBHSIHO HO-
BUM HalpsSIMOM IHTEPTEKCTYaIbHOI'O aHa3y. B iHTepMenialbHUX JOCIIHKEHHIX
HeThCsl PO BUCBITIICHHSI JIITEPATypOIO IHIMKMX BUIB MUCTENTBA, TOOTO (iKcalliio B
XyJI0’)KHBOMY TBOPi IHOMEIIHHUX BKpAaIIeHb, IO MiITBEP/KYIOTh CBOEPITHY “pO3-
TepMeTH3aMi0” XyI0KHbOI JITepaTypH, sKa HE JIWIIC MPHUBIACHIOE, a ¥ aCHMLTIOE
NpUTaMaHHI HIIMM MHCTENTBaM O3HaKW. I[HTepMemiadbHICTH y JiTeparypi TICHO

OB’ si3aHa 3 MOHATTSIM eK(paszu.
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IcTopist po3BUTKY MOHATTS BKa3ye HA 3MiHM npenmMera ekppasn. Crovarky min
ek(pa3or PO3yMiTH HAOUHUIH OmHC OYab-sKOTO 00'ekTa nificHocTi [1; 3]. CyyacHu-
MM JITepaTypO3HABISIMU eK(paza BU3HAYAETHCS SIK OTMUC apTedaKkTiB — TBOPIB KH-
BOTIHNCY, Tpadiku, CKYJIBNTYPH, apXiTeKTypH i T. . ToOTO 11e 0/MH 3 BHUAIB ONHCY,
00'€eKTOM SIKOTO € XyOOKHS pPEaJbHICTh, CBIT, MEPETBOPEHHN CBITOMICTIO Ta
IHTY{1li€10, TBOPUYOIO YSIBOIO I IHTEHLISIMU Xy10’kHHUKA. Ekdpasa sBisie co6oro HiOH
3/IBO€HUIT OTIHC, 300paXKeHHsI Byke 300paykeHOro. B iHIIIOMY MaTepiai BTUTIOETHCS Te,
IO JIO ITHOTO OYIIO BXKE BTUICHO B TBOPYOCTI JKUBOMHUCIISA a00 CKyIbITOpa [2; 4].

Bizyanizamis 3a IOTIOMOTOI0 YHCIIEHHHX OTHCIB Ta eK(pa3s, sk y pO3yMiHHI
BUeHHX XX CT., TOOTO “3TafoK TBOPIB MHUCTENTBA”, TaK i TAKHUX, IO BIATOBITAIOTH
JIaBHBOTPELLKOMY OaueHHI0O — TOOTO ONHWCY BUTaJlaHuX pedei, Bilirpae 3HAuHY
poxs y muctenTsi Jxxona dayn3a, 30kpeMa y iioro pomasi “Mar”.

“Mar” HanoOBHEHUH SIK OTIMCAaMHU TBOPIB MHUCTEITBA, TaK i1 JIMIIE 3raJIKaMH PO
HUX. Y TBOpi MOXKHA 3HAUTH SBHI eKppa3H, 1e HA3UBAETHCS aBTOP ab0 HABITh 1 Ha3Ba
TBODY, alle € 1 aro3ii, 3p03yMITH SIKi 3MOKE JIHIIE JIFOMHA, SIKa PO3YMIEThCS HA MU-
creursi. Takox y pomaHi npucyTHi ymucHe BUrajasi apredaxru, sixi Mopic Konuic,
OJIMH 3 TOJIOBHUX I'€PO€EB, BUJIAE 32 CTIIPABKHI.

[epiua ekdpasa 3'sBIA€THCS Y pOMaHI, KOJIH B MOIIYKaX pOOOTH 32 KOPIOHOM
roJyioBHUH repoii Hikonac 3BepTaersest 1o bpurancwekoi paan: “I sat under a puce and
tomato Matthew Smith in the waiting room and began to see myself in Madrid, in
Rome, or Marseilles, or Barcelona... even Lisbon” [5, 10]. Tlepen namu xapakrepu-
CTHKa TBOPY 00Opa3oTBOpuOro mMucrenrsa. Hikosiac Ha3zuBae aBTOpa TBOpY — II€
AHTIIHACHKUN XyJ0KHUK, MeTtbhio CMit. ['epoit 1ae nakoHiuHy koiipHy — (puce and
tomato) — oIiHKy *uBormcy Cwira, ane He Ha3uBae Horo. MoskHa 3poOnTH TIpHUITY-
IIIEHHS, 10 aBTOP BCE JK TAKU Ma€ Ha yBa3i IKyCh KOHKPETHY KapTHHY, 0O Taka KOJIb-
opoBaramma JJOCHTh IoTnyJisipHa y TBopuocti CMirta (Harpukian, kaptuau “Dahlias”,
“Golden rod and lilies”, “Nude”, “Couleur de Rose”).

Bsarari, HaltOUIRIIIe Y pOMaHi camMe 3TafoK Mpo KapTUHU. Hampukian, e 10
Bin'i3ay no I'penii Hikonac omnwmcye BinBinyBaHHs Binomoi ranepei Teiit, 1e BoHH 3
Enicon 0aunm meneBpu Penyapa: “I remember one day when we were standing in
one of the rooms at the Tate. Alison was leaning slightly against me, holding my
hand, looking in her childish sweet-sucking way at a Renoir” [5, 21]. Onnak Ha TOI
Yyac TOJIOBHHMM JUIl HHOTO OynM HOTO MOYyTTS 70 TIBYMHH, TOK KapTHHA HE O H-

CYETBCSI JETAIBHO, a JIUIIE CTBOPIOE (HOH.
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[otimM, moTparmBum Ha BULTy KOHdWica, TONOBHUI repoil 6auuTh, SK HOMy
37a€ThCS Ha MEPILHiA OTJIAI, PEpoayKiiro Amaneo MoaiiesHi: “Above them was a
life-size reproduction of a Modigliani, a fine portrait of a somber woman in black
against a glaucous green background” [5, 56] .

Takox Konuic nemonctpye Hikomacy nBi xkaptunu II'epa Bornapa: “But its
tone was really set by its two paintings: both nudes, girls in sunlit interiors, pinks,
reds, greens, honeys, ambers <...> A naked girl. A chair. A towel, a bidet. A tiled
floor. A little dog <...> It showed a girl by a sunlit window with her back turned, ap-
parently drying her loins and watching herself in the mirror at the same time” [5, 59].
Haii6inpm 3a Bce 1eit onwc Haragye kapTuru “The Bathroom” i “Nude Before a Mir-
ror”, siki Oy HamanboBaHi y 1932 ta 1931 pokax BifnoBimHO.

XU3yl0uuCch CBO€I0 BUDIOIO, Mopic meMoHcTpye Hikonacy He TUIBKH Taki
npenMeT 00pa3oTBOPUOTO MUCTEITBA SIK KapTHHH, aie i ckyapnTypu: “Do you like
this?”” He touched the bronze of a young man beneath the Modigliani. “This is a ma-
quette by Rodin <...>” He turned to the other characteristically skeletal bronze. “And
this is by the Italian sculptor Giacometti” [5, 57].

Bubpane wmicne aii, TOOTO TpelUbKUI OCTpPIB, MPOBOKYE aBTOpa Ha YUCICHHI
amo3ii Ha anTuuHy Midosorito. Tak, mimkpecroeTses moch “pleasantly absurd about
teaching in a boarding school (run on supposedly Eton-Harrow lines) only a look
north from where Clytemnestra killed Agamemnon” [5, 31]. LlikaBo, mo mnpsimi aH-
TUYHI amo3ii TeperunTaloThCsA 3 aMo3iIMH Ha CydacHi TBOpPH MiosoTiMHOT
TEMAaTHKH, HaNpukiaa, Ha poMan YKana-[Toys Captpa “Myxu”: “In some places there
were nagging clouds of black flies, so that I climbed through the trees like a new
Orestes, cursing and slapping” [5, 46]. KpiM mpsMoTo TMOCHMIAaHHS MOKHA TaKOXK
BIIMITHTH CXO0I MOTHBU — TOJIOBHHH repoii “Mara” cToiTh nepel BIaCHUM eK3H-
CTCHIIIHHIM BHOOPOM, 1 TUTHKHU BiIl HHOT'O 3AJICKUTH HOTO TOAIBIIIC JKUTTS.

BaxmmBum jokepenom ekdpas y 1HbOMY pOMaHi € iHINI KHHTH, OCOOJIMBO
tBOpuicTh B. lllekcmipa. Tlo-niepime, cmin BiT3HAYUTH YHCICHHI Tapajerti 3 APaMoi0
“Byps™: octpiB @pakcoc 3 poMaHy Harajaye mariunuii octpiB [Ipocnepo 3 m'ecu. Y
dayn3a ronoHuil repoit Hikonac Ypde, six 1 mekcmipiBcbkuit depanHan, BCTyae
B TAaEMHUYI BITHOCHUHM 3 SIKUMOCH ‘“‘4apiBHHUKOM” 1 TPOXOJUTH BHUIPOOYBaHHS,
3ycTpivae cBoro “MipaHny”’, a ioro MOBEpHEHHS JOIOMY TaKOXK MOXKIIMBE TUTBKH 32
neBHUX yMOB. OJIHaK HE TUIBKU CXOXKi MOTHBH, ayie il mpsMi 3rajiku Mpo Apamy Ta ii

LIUTYBAaHHS 00'€IHYIOTh TBOPH.
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Yacom cami ioro repoi Ha3uBarooTh cebe iMmeHamu repoiB lllekcmipa, K,
Hanpukiaa, Mopic Konuic. 36uparourich nokasaru Hikonacy B OJMH 3 MEpIIKX Be-
4OpiB CBOIO Bily, BiH Kaxe: “Come now. Prospero will show you his domaine” [5,
50]. HeomHOpa3oBo i iHII epCOHaX1 HA3UBAIOTH HOT'O THUM Ke iM'sIM.

Omxe, KoHuic mocTae mepen HaMu MaroM, 31aTHAM Ha BCE — 3ariTHOTH3yBa-
TH, PO3IOBICTH iICTHHY, CTaTH MIPOBITHUKOM B JadipuHTi, yunTeneM. Onnak Hikonaca
®ayn3 npencrapisie ABosiko. CaM BiH X0oue OyTH NMPHUHIIOM Ha Ka3KOBOMY OCTPOBI:
“You make a rotten Caliban.” “Then perhaps you shall take the part.” “I was rather
hoping for Ferdinand.” [5, 133], — roBopute BiH Jlinii. Ane Ta mpomnoHye Homy
3irpatu poxs Kamibana. ¥V xoni )k cymoBOTO 3acimaHHs y KiHIl TBopy Hikomac po-
3yMie, 10 HWOMY MPHrOTOBaHAa 30BCIM He posib DepauHanma, a Sro 3 mpamwu
B. lekcmipa “Otemno™: “And then, out of that pain, the sheer physical torture, I
began to understand. I was Iago; but [ was also crucified. The crucified lago™[5, 307].

[pucyths 3ragka o6pa3sy Mepxkyrrio 3 “Pomeo i JKymeeTTin” y ciieHi HeBaIO-
ro camoryocTsa Hikosaca, ge BiH 3ragye npo apyra Pomeo Ta Mpie 3aruHyTH SIK BIH:
“It was a Mercutio death I was looking for, not a real one. A death to be remembered,
not the true death of a true suicide, the death obliterate” [5, 37].

Y pomaHi € TakoX 1 3rajKu HIMX KHAT. Hampukiam, ikaBuM MOMEHTOM C FO-
JKETy, B IKOMY MICTUTBCSI TaKOXK 1 ek(ppaza, € MOKIMBHI poAUHHMIA 3B'130K Hikomaca
3 Omnope a'lOpde, aBTOpoM macTtopam CIMHAISTOrO CTOJITTS I Ha3BOIO
“L'Astrée”, sxy Hikomac mpodYnTaB MOBHICTIO TUIBKH TICJS TOTO, SK BiH IMOKHHYB
Opakcoc. Bin BusiBIsie, M0 nacropais — Iie HOro BJIACHA iCTOPISL: iICTOPIs JIFOIUHHY,
sKa Oyia He4YeCHOIO B JTFOOOBI, SIKa TOBHHHA OOPOTHCS, 00 MOBEPHYTH JOBIPY CBOET
KOXaHO1, X04ua CIOoYaTKy repoi 3asBisB, 0 POMaH — “CMepTellbHa Hypra”

[lle Ha novarky nepedyBanHs Ha ocTpoBi Hikostac 3HaxoauTh Ha ki bypani
kHury. [loernyHa exdpasa BHO BUAUIAETHCS B MPO30BOMY TEKCTi 1 iT JIerko MosKHa
BITI3HATH, TaK SIK [TOPSIJT 3 [IUTATOO 3rayeThCsl Ha3Ba LIUTOBAHOT'O TBOPY — L€ BIpIIl
“Little Gidding” T. C. Emiotra — a motim iM's moeriB. Lurytotscs B. I'. Onen
“Paysage Moralis¢” i E. Ilaynn “The Needle”. Lli ypuBku 3 BipiIlB — HaTsK Ha
MaiOyTHE IepepoKEHHS TOJIOBHOTO Iepos poMaHy. Tak 3BepHEHHSIM 10 aHaJIoTiy-
HOT'O MOTHUBY BIZIOMHUX aBTOPIB IMIMChbMEHHHK MIZICHIIIOE 3BYYaHHS BJIacHOTO.

Takox y pomaHi MoxHa 3HaWTH amo3i Ha Temy “Ilo komy moa3BiH”
E. Xeminryes, a sikiio OUTbII TOUHO, Ha ertirpad 0 IbOTo poMaHy, SIKHi aBTOp 3ario-
3UYUB 3 MPOTIOBIII aHIJIIHCHKOTO MMoeTa Ta CBseHuka, /xona JlonHa. Y po3MoBi 3

Mopicom Hikonac nutye ¢pasy 3 emirpady, 3 KOO TOW KaTeropHIHO HE3TOJICH:
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““No man is an island.” “Pah. Rubbish. Every one of us is an island. If it were not so
we should go mad at once” [5, 89].

OxpiM mpsMoi cBo€l PyHKII, Yy BUCXITHINA MPaKTUIl BUKOPUCTAHHS eKkdpaswu,
TOOTO B KIIACHYHOMY aHTUYHOMY 11 pO3yMiHHI, epe0avano B HAHOUIBII IIMPOKOMY
ceHci — ommc Oyab-90T0 HECTIPaBKHBOTO, TOYHIIIE, XyJ0KHIl, CIIOBECHUN OTIHC TO-
ro, 4oro He iCHy€ B NpeIMETHiH peanbHOCTL. JlOCTITHUKKA aHTHYHOI JITepaTrypH,
Hacamriepen, H. B. Bparincbka, Harosomyorh Ha bOMY IIEPBUHHOMY 3MICTOBOMY
HAIlOBHEHHI eK(pa3y SK BH3HAYAILHOMY JUI1 KJIAQCHYHOTO PO3YMIHHS MIMECHCY.
AJpKe IeThCsi PO CTBOPEHHS HOBOT PEaIbHOCTI, SIKa B TIP OCTOPiXYA0KHBOTO TBOPY
Mae Ti X TpaBa, M0 i mepIa, IpeaMeTHa, PealbHICTh; 1 IS YUTa4a, HE3HAHOMOTO
Oe3nocepenHbo 3 MPEIMETHOIO PEIbHICTIO, LIel APYruid XyI0XKHIN CBIT, CKOHCTpY -
OBaHMI MUTIIEM, HE BiIpi3HAETHCS Bin mepmioro. g mpobmema — QanTazis ta pe-
ATBHICT, — OJIHA 3 BIYHUX Y MUCTEITBI (Il 3 aHTUYHOCTI) HAHOBO aKTyalli30BaHA y
TBOPI1 aHTIMHCHKOTO pomaHicTa XX CT.

Komnuic BupuBae Hikomaca 3 peagbHOCTI, BHKOPHUCTOBYIOUH TilTHO3, TeaTpalibHi
MOCTaHOBKH, AUISTYHUCH JDKECTIOTaIaM K, TPAI0YH Ha BIACTHBOCTSIX OCOOUCTOCTI 1 IeB-
HUX TIOTJII1aX Ha JKUTTSI. XOoua B)KEe Ha [TOYaTKy BiH 3aCTepirae roJoBHOTO repost: “1
do not ask you to believe. All I ask you is to pretend to believe. Just pretend to be-
lieve. It will be easier” [5, 84]. Lle HaImITOBXye Ha AYMKY: 9YM MOXKHa BIPUTH Y T€, 10
XTOCh TOBOpUTH? U MokHa Biputu ciioBy? Uu peanbHicTh — e (aHTazis, y sSKy
BipaTh? lle muTaHHsA, AKi “eKPpacTHIHO” CTABUTH caMma JIOTIKa TBOPY, 3aTOCTPIOO-
YHCh Ha FOJIOBHOMY — YH Ma€ IPaBO Ha iCHYBaHHs BEPCis CBITY, BUraJ[aHa JIIO/IU-
HOTO 1yt camoi cebe? Yu icHye ocobucTicHa ictopis? Lo Hamae “mpaBmy” icTopii?
Uu icHYrOTB N0, JIFO/IH, TIOYYTTSI, BIACHE caMa “‘icTopis”, SIKIIO BOHU HE HAITUCAaHi?
Lle — npoGnemaryka TOTo, 0 B HAHIIMPIIOMY CMHCII HA3UBAaTUMETHCS “HOBHM
icropuzmom”. Y mepmomy pomani dayiza 1i TeMH HE ONpPHSBIEHI BUPA3HO, OJTHAK
3aKJIAJICHI B CEMaHTHII, B XyI0XKHIi CTPYKTYpi TBOPY. AHAII3 eK(ppa3u B TAKOMY ac-
MIEKTi MOJKe OYTH TIEPCIIEKTUBHUM y TIOJANBIINX TOCIIKCHHIX IEOTO TBOPY Ta BCiel
pomanictuku J[x. daymnza.
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U.M. Vcersan, O.A. BoeBoauna

IIYTU UHTEPIIPETAIIUU A.M. BOJIKOBBIM ITOBECTH
J.®. BAYMA «YJIUBUTEJbHBIN BOJIIESHUK U3 CTPAHBI 03»

[osects A.M. Bonkosa «Bomme6rnk U3ympymnaoro ['opoma» — momymsipHOe B
JIETCKOM YTEHHH MPOU3BEJCHNE, HAUUHAsI CO BTOPOI MOJI0BHUHBI XX BeKa B Py CCKOU
nuteparype. OcHoBoit cka3zku A.M. Bonkoa «BoueOnuk M3ympyaHoro ropoa»
cTaja AeTCKas KHWra amepukaHckoro nucarens Jlelimena ®psnka bayma «Ynusu-
tenbHbI BommeOnuk n3 Crpanst O3», HanmcanHas B 1900 roxy.

Texker A.M. BonkoBa — 3T0 HE IPOCTO MEPEBO U3BECTHOTO aMEPUKAHCKOTO
MUcaTessl ¥ He MIPOCTO MEepecKa3 CIoXkKeTa — MUCATeNb NPEANPUHSIT OTBITKY HHTEp-
MPETali W3BECTHOTO TEKCTa, KOTOpas OCYHIECTBIAETCA PasHbIMU IMyTsIMH. Bo-
MEPBBIX, PA3MBIBAIOTCS TOYHBIE XPOHOJOTMUECKUE PAMKH, OTOBOPEHHbIE Y PprHKa
Bayma: mpm mepeBoje-niepeckase AnekcaHap MeneHTbeBHY BoJKOB 10CTaTOYHO
CBOOOHO UHTEPIIPETUPYET CIOKETHBIE JIMHNH 1ToBecTH JI.dD. bayma, MoTnBBI M1 06pa-
3Bl HCXO/IHOTO IPOU3BECHUSI. MeCTO AEHCTBHUS CIOKETA yCTAHOBIIEHO — €r0 TePOUHS
JKMBET «cpenu oOmmpHO# kaHzacckoil crenm». JI.®. baym ykaspiBaeT Ha TO, 4TO
JICUCTBHS €ro KHUI'M Pa3BOPAYMBAIOTCS B HACTOSIIIEM BPEMEHH: «HO CErOHS UM O bl-
70 He 1o urp...» [1, 3]. Bpems B mepeBoie-niepeckase He MUMEET TOUHBIX XPOHOJIOT H-
gecKux pamok: «oKumm onu...» [2, 1].

Bo-Bropsix, B moBectn A.M. Boskosa «Bommeonuk M3ympynHOTO Topogay
ycuimBaeTcs (OJIBKIOPHAsE OCHOBA ITOBECTBOBAHMS: IIEPBBIE CJIOBA, C KOTOPBIX
Ha4YMHAETCS MpOu3BeieHne Anekcanipa BonkoBa: «Kuim...» TpsSMO yKa3bIBalOT Ha
XapaKTEpPHYIO CTPYKTYpPy HApOJHBIX Cka3oK. CKa3Ky HapOJHOTO MPOUCXOXKICHUS
YaIre BCEro HAUMHAIOTCSI IMEHHO C OAOOHBIX CIIOB: <OKHIDY, «OKUI-OBLDY, «B TpHAE-

CSATOM HapcTBe» U apyrue. Y BoikoBa mpuCyTCTBYeT paccka3-00bsICHEHHE O 370U
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BOJIIIEOHHMIIE, KOTOPasi BBDKWIA M3 yMa M 3aXOTeNa yparaHoM IOTyOUTh 4esoBed e-
CKO poJ, KOTOpHKIH OHA HEHaBH/IENa, HCTPEOUTD JIFOJICH U3-3a TOTO, UTO OHU: «OCY-
i 6ostota! Beipyowmm gamm! Beex nmarymek BeiBemu! 3melt yanuatoskarot! Hude-
o0 BKYCHOTO Ha 3emiic He ocTanochy [2, 8]. [ToaToMy oHa X0Tena, 4TOOBI Ha 3eMIie
OCTaBAJIMCh JINIIb JIATYIIKH U 3MEH, KOTOPBIMH OHA ITUTanack. Kak 3To ObIBaeT B cKa-
309HOM MOBECTBOBAaHWU BOJIKOB aiIst TOTO, YTOOBI CTUMYJINPOBATh HHTEPEC JETeH K
CBOCH CKa3Ke, MPUIYMbIBACT CJIOBA, KOTOPBIE UCTIOIb30BaNa 371as BosmeoHuna: «Cy-
caka, Macaka, 1Ma, paMma, rmal...Bypuno, dypuno, cama, mma, gamal...» [2, 9]. U
Jo00pas BoueOHuUIa y BosikoBa rOBOPUT Ha «BOJIIIEOHOMY si3bike: «bambapa, uyda-
pa, CKOPHUKH, MOPUKH, Typabo, ¢ypado, mopukn, epuku...» [2, 20]. B opuruname
MPOU3BE/ICHNSI OTCYTCTBYET «0COOCHHas» peub BoueOHul. A.M. BoskoB, unrep-
MPETUPYS TEKCT OPUTHHANA, HaAeII cobauky D ToTromKy BommeOHo# coco 6-
HOCTBIO — Pa3roBapUBaTh, YTO TAKKE YCHINBAET (DOJIBKIOPHOCTH TEKCTA.
B-tperbux, A.M. BoikoB HanmoJHSET peadbHBII MUP T€POEB HHBIMH JCTals-
MU SMOLMOHATIbHOM OKpackoii: y BonkoBa Diuu — KUBET ¢ poauTesiMu: nana JkoH
— Qepmep, a Mama AHHa BeJleT X035UCTBO, JJopoTu sxe — cupoTa, )KUBYIIAs ¢ Asiieit
I'enpn u 1éreit OMm; D obmmaercst ¢ nsaei Pobeprom nero ¢ ceiHOBbsIME boOom n
JluxoMm, cocensiMu U Ipy3bsMH, B TO BpeMs Kak peabHbIi Mup JlopoTH CKy4HBIH U
CepBIii: «... 4T0 Kacaercs asau ['eHpu, To oH He cMesuicst Hukoraa. C yTpa 1o Bedepa
OH paboTa 30 BCEX CUII, U eMy ObUIO He 110 Becesbst. OH ToXe ObLT BECh CEPhIid — OT
6opomas! 10 rpyOBIX OamMakoB. Bun y Hero ObLT Cyp OBBIH, COCPEIOTOYCHHBIH, U OH
penko roBopwi... Térst DM pasydmack CMesITbCS U yibiOarhes... »[1, 3]; s Diwm
MIMPOKasi CTEb HE Ka3ajach YHBUION «BeIb ATO Obla ee ponuHa» [2, 5]; onmcanue
JIOMHKA, B KOTOPOM *k1i1a JIopOTH: «TOMHUK OBIJI MaJICHbKHUIA, TOTOMY 4TO JIOCKH ISt
€ro MOCTPONKH MPHUIINIOCH BE3TH HA MOBO3Ke M3/iajeka. B HEM ObLIM YeThIpe CTEHBI,
KpBIIIIa, 110J1 ¥ OIHA-€IMHCTBEHHAst KOMHATa, B KOTOPOH CTOSUIM cTapast p kaBas IUIH-
Ta, Oyder, CTOJI, HECKOJILKO CTYJILEB U IBE KpoBaTH... B m1oMe He ObLIO uepaaka, na
W TIOJBaJIa TOKE, €CJIM HE CUNTATh SIMBI TIOJ1 TIOJIOM, T/I€ CEMbsI CIIacaiach OT ypara-
HOBY». DJUH 7K€ KMBET B «HEOOJIBIIOM (DYyproHe, CHSITOM C KOJIEC U TIOCTaBJICHHOM Ha
3emimo...» [2, 1].
B ommune ot [lopoTH, KoTOpast 10JbKHA ObLIA MTPOCTO MOMIPOCUTH BOJIIIEOH H-
Ka BEPHYTH €€ JOMOM, DTN JOJDKHA BBITIOIHUTH HECKOJIBKO 003aTEIbHBIX YCIOBUH
JUTSl TOTO, 9TOOBI BEpHYThCS ToMOH: «Bermkuii Bomueonuk ['ynBun BepHeT 10MoM
MaJICHBKYIO JEBOUKY, €CJI OHA [IOMOJKET TPEM CYIIECTBAM JOOUTHCS HCTIOJIHEHHS UX
CaMbIX 3aBETHBIX JkeraHui» [2. 20]; A.M. BonkoB 100aBnII JONOJIHUTENBHYIO TIIaBY
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«Omm B ey y Jlromoena», KoTopas B oOpuruHaie orcyrctsyer. A.M. Bosikos no-
OaBJIsIeT XapaKTePUCTHKU XKHUTeJIeH cTpanbl JKeBYHOB, OTCYTCTBYIOIIHME B OPUTHHAJIE:
«Omm 3aMeTna, YTO YENOCTH MAIEHbKUX MY)KIHH O€CIIPECTaHHO IBUTAIMCh, KAK
OynTo 4To-TO TIepeskeBbiBas» [2. 35]. B Tekcte A.M. BoskoBa nosiisrorcst Caoire-
3yObie Turpsl, B opuruHase tekcta — Kanmuaacel, a BOT XapaKTEPUCTUKH 3THX JKH-
BOTHBIX BO MHOTOM COBIAJIAIOT.

MeHs10TCSl HPaBCTBEHHBIC OLIEHKU TMEPCOHaXKEH M MX IMOCTYNKOB: B OBECTH
BoukoBa «Bommednuk M3ympyaHOTo ropo/ja» Mo CpaBHEHHIO C IEPBOUCTOYHUKOM
HapOYUTO I10TYEPKUBAIOTCS ¥ OIICHUBAIOTCS OJIarOpO/THBIE MOCTYIIKH T'ePOEB, TOTAA
kak JI.®. baym paspermaer CBOMM reposiM He Bcerja ObITh CaMOOTBEPIKEHHBIMH U
OnaropoaHeiMU. M B TOM ¥ Ipyroii KHUre, 0€3yCcIOBHO, BaKHBI TAKKE HPABCTBCHHBIC
KauecTBa, KOTOPBIE ONPENEIAIOT akcuoc(hepy Mpou3BeeHnil, Kak cB000aa, dYecT-
HOCTB, BEPHOCTB, CIIPABEIIMBOCTh, JOOPOTA, YIIOPCTBO B JIOCTHIKEHHH €I, B3aH-
moromo1is. IIpu 3Tom 06a aBTOpa MO-pazHOMY MOHUMAIOT HEOOXOJUMOCTb ITPOSIB-
JATH 3TH KauecTBa.

[o cioBam T.ManHa, Xyn0KHUKY (TIHCATEINIO) HEOOXOUMO BhIpaOAaThIBATh Y
JOJeH «TropJ0e CO3HAHNE TOTO, YTO OBITh YEIOBEKOM TPYIHO M OJaropogHo» [3,
450]. A.M. BoJikoB He 0TKa3bIBaeT cede ObITh HACTABHUKOM peOEHKa, OH JIOCTATOYHO
Ha30MIMBO MOKA3bIBACT U YYHUT TOMY, UTO, B TIEPBYIO OUEPE/ib, HY’)KHO OBITH TOOPBIM,
OT3BIBYMBBIM M MOHUMarOUMM 4yenoBekoM. Toraa kak JI.MD. baym octaercs npocto
PaccKa3unKoOM M B CBOEM JOBEPHH K MAICHbKOMY YHTATENIO N30€raeT M3JIHUIIHETO,
10 €r0 MHEHHUI0, MEHTOPCKOT0 TOHA. M1 y TOro U y Apyroro nucaresst B KaKa0H IiaBe
€CTb 3MHM30/Ibl, KOTOPBIE TOBOPAT HaM O TOM, KaK TPYAHO OBITh uenoBekoM. Hampu-
Mep, KaK TOJIBKO DIUIH C APY3bsIMH JOIUIBIBAIOT HA IJIOTY K Oepery, OHHU TYT Xe CIie-
mar Ha nomouls CTparimie, ocTaBiIeMycs nocpenu peku. Jlopotu xe Bmecte ¢ Jpo-
BOCEKOM 1 JIbBOM, CIIpaBeNIMBO IoJiarast, YTo eMy OyJET Jierye CracTuch B 9TOH ¢ U-
Tyaluy, 4YeM UM, CO3HATEeIbHO PelaloT 0cTaBUTh CTpaliy, 1 MOUTH Janble.

JI.®. baym nouepKuBaeT 3Ha4€HUE WHAMBUAYAIBHBIX IPOSIBICHUN MYKECTBA,
J00pOTHI, 3a00Thl, BOJIKOBKE 1enaeT akIeHT Ha KOJUICKTMBHON OTBETCTBEHHOCTH.
Ho u ToT 1 apyroii nucarens, 0€3ycI0BHO, CO3AAI0T MO3UTUBHYIO KAPTUHY MHUPA, TAC
BCErja ecTbh MeCcTo JApyxk0e, TOBapHIIECTBY, B3aMMOIIOMOIIN, CAMOOTBEPIKEHHOCTH,
TF00BH YEIOBEKa K IPUPOAE U APYTUM JIIOASIM. BroprudHoe, 10 cBOEH CyTH, TPOU3Be-
Jnenne A.M. BoyikoBa B KOHTEKCTE COBETCKOM AETCKOM JIUTEpaTyphl CTANO SIPKUM H
HECTaHAAPTHBIM II0 CPAaBHEHUIO C MHOT'OYHCIICHHBIMH CXEMAaTHUHBIMH TEKCTaMH,
cTosib pacnpoctpaHeHHbIMH B 30 — 50 rr. XX Beka, U ChITPaJIo CBOIO MOJIOKUTEIb-
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HYIO pOJIb B Pa3BHTHH JIETCKOTO YTEHMS. B camom dakre oOparmeHus coBETCKOTo

McaTeNs K TEKCTY, XOPOIIO H3BECTHOMY 3alaJIHOMY YHTATENI0, KPOETCSl U TO3UTUB-

HOE — CJIeTIaTh 3Ty UCTOPHIO HanOoJiee TOCTYITHOMN /711 YTEHNSI COBETCKHMU JIETbMH,

U TO, YTO, CKOPEe BCEro, CJeAyeT CUUTATh IIarnatoM — MpH MyOIMKaluy Ipou3Be-

JeHust BosikoBa 4acTo He yKa3bIBAJICS TIEPBOMCTOYHUK.
BUBJINOTPAOUYECKUECCBIJIKU:
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A. O. ®enoposa

JIHTBOCTWIICTAYHI OCOBJIMBOCTI MAJIOI ITPO3U
EPHECTA XEMYHI'YES (HA TIPUKJIAJI 35IPKH OIIOBIIAHb
“MEN WITHOUT WOMEN?)

CydvacHuil etar JOCIIKEHHS XYI0KHBOTO TEKCTY XapaKTepH3YeThCs IIUp O-
KAM BUKOPHUCTAHHSIM METOJMKH JIHIBOCTHJIICTUYHOTO aHANI3Y 3 METOI BU3HAYCHHS
CTUIIICTUYHUX 0CcO0IMBOCTEll MOBHU aBTOpa. Crimparounck Ha cTBepKeHHs [. B. Ap-
HOJIB/I, 110 JIHHIBOCTHIIICTHKA TOPIBHIOE 3arajbHOHAIIOHATIbHY HOPMY 3 0COOJIMB UMH,
XapaKTepHUMH U PB3HUX c(ep CTIUTKyBaHHA MIICUCTEMaMH, 0 MAalOTh Ha3BY (QyH-
KIIOHAIBHI CTWII Ta JIaJIeKTH, 1 BUBYAE EIEMEHTH MOBH 3 TOYKHM 30Dy iX 3/1aTHOCTI
BUP&XKaTH 1 BUKIIMKATH €MOILil, J0/1aTKOBI acolliallii Ta OIiHKY, MOYKHa CTBEp/KYB a-
TH, 10 3aBJaHHS Ili€i HAyKW IMOJIITAIOTh y BU3HAYCHHI 0COOJIMBOCTEH KOXKHOTO 13
CTHJIbOBUX PI3HOBUIIB, TX Kiacudikaiii, yMoB (yHKIIOHyBaHHs Ta B3aemouii [1, 14].
VY oMy JIHTBICTUYHUN aHANI3 BKIIOYa€e B ceOe IHTEPIIPETALlI0 XYA0KHbOTO TBOPY
SIK 3aC00y BHP&KEHHS aBTOPCHKOT CBITOMOCTI 1 1a€ 3MOTY BCTAHOBUTH XYIOXHIO Ta
CMUCIIOBY 3HAYYIIICTh OKPEMHUX €IIEMEHTIB MOBHOI CTPYKTYPH, BU3HAYUTH (PyHKI[IO-
HaJIbHY POJIb aKTyaJl30BaHUX Y KOHTEKCTI OUHHUIIb.

Ha croronnimmHiii JeHb PO3BUTOK JIHTBICTHYHOT AYMKH XapaKTePU3y€eThCS Mi-
JIBUILIEHUM IHTEPECOM BUCHHX JI0 TPOOIIEMaTHKH, IO MTOB’s13aHa 3 BUBYCHHSM ITPO3H

SIK CAMOCTIMHOT0 00'€KTY JOCIIIKEHHS. 30KpeMa, TBOPYICTh aMEPUKAHCHKOTO MUCb-

© ®enoposa A.O
P ., 2018
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MeHHMKa Eprecta Xeminryesi, cepe MacuBy Mpallb SIKOTO MOKHA 3HAWTH 1 pOMaHH, 1
KOPOTKI 32 CBOiM 00CSITOM OINOBiIaHHsI, HE MOTJIa 3AIUIIUTHCH OCTOPOHb HAYKOBHX
PO3BINOK.

Epnect Xeminryeii OyB aBTOpOM, UM CTHIIb YK€ BITPI3HIBCS Bill CTHIIIO Oi-
JBIIOCTI MACEMEHHUKIB CBOTO Hacy. Y xoni gociimkeHas npais b. T. ['pubanona,
I. O. Kamkina ta €. B. CtapoBepoBoi 0yJ10 BUSIBIICHO Psii 0COOIMBOCTEH, IpUTaMaH-
HHUX XyI0’KHbOMY CTHJIIO aMEPHKAHCHKOTO NHUCbMEHHHKA, @ CaMe: BUKOPHUCTAHHS
CTHCINX, IHPOPMAaTHBHUX PEYCHB; 3aCTOCYBAHHS TeOpii «alicOepray; MaiicTepHe BU-
KJ1a/IaHHs JIaJioTiB, 32 JOMOMOTOI0 BXKMBAHHS HEUTPAIbHOT, HAOIMKEHOT 10 KHTTS
JIEKCUKH.

3 mouarky cBo€i TBopuoi kap'epu B 1920-x pokax, XemiHryeii OyB BimoMuii
CBOiM KOPOTKHM, MPSIMOJIHIAHAM, BiIBEpTHM CTHJIEM MHCbMa. MaHepa aBTopa HaJ-
3BUYAIHO CX0’ka Ha )KypHATICTCHKY, 3 IPUTAMaHHUMH Tif 06€30c000BUMH pEUECHHSIMH,

s

Hanpukian: “There was no answer.”, “... there was someone in the room” (“The
Undefeated™), “It was a splendid booklet.”, “There was Romance.” (“Banal Story”).

Crunp XeMiHryes 3'sSBUBCS Ha TJIi HOTO npodeciiiHo 0CBiTH Ta pernoprepc bKoT
IISUTFHOCTI, BKJTFOUAIOYH B ce0C UiTKe, He 3aByaJlbOBAaHE MPEACTABICHHS (DAKTIB, sIKS
MOJKHA CIIOCTEPIraT y OUIBIIIOCTI Ta3€THUX CTaTeH, O€3 MPUTAMAHHOTO IPO3ai YUHOMY
TEKCTYy HarpoOMaJKeHHs emireriB. CaM aBTOp OJZHOTO pa3y CKa3ap, IO CTUJIb IHCb-
MEHHHKa MOBUHEH OYTH MPSIMUM Ta OCOOUCTHM, 3 TIPOCTUM Ta EHEPTiHUM (hopM Y-
JITOBaHHAM [5].

Kpim Toro, Epnecra Xeminryest BBaXKatOTb MalCTPOM pEaJiICTUUHOTO, OJIN3 b-
KOTO JO JKUTTEBUX CUTyalld Iianory, i OUTBIIICTE KPUTHKIB ITOTOKYIOTBCS 3 IIUM
TBepKeHHIM. [IpoTe, mix yac OUIbII PEeTeNbHOTO Ta AETANTI30BaHOT0 BUBUEHHS TBO-
pUOCTI aBTOpa CTaE 3pO3yMUIMM, [0 HACTIPaB/l Takhid e(eKT JOCATHEHHH NUISIXOM
YacTUX IMOBTOPIB, SIKi 3MYIIYIOTh YHTa4ya ram’ iTaTi Ipo Te, o 0yJI0 cKa3aHo BIIP O-
JTOBX JTOBrOT0 4acy, sk B onoinanHi “Today is Friday” (1st Soldier — You tried the
red? / 2nd Soldier — No, I ain’t tried it. / 1st Soldier — You better try it.). Xoua B
MOBJICHHI TepoiB XeMiHT'yes IPUCYTHI eneMeHTH cieHry (“a kike” — oOpaznuBuii po-
3MOBHHH BapiaHT “a Jew”), mpoctopiuus (“a fella” — cxopouena ¢dopma Bim “a
fellow”) Ta ckopouenHs (“ain’t” 3amicTh “is not” abo “am not”; 3aiiMeHHUK “them”, y
CBOIO YepTy IEPETBOPUBCA Ha *em), Hanpukian: “ Ain’t [ seen ’em?”, ** George is a
kike just like all the rest of them.”

Friday”), ta Bce %, crnioci0 CHUIKyBaHHs, HASIBHUH y OUTHILOCTI KOPOTKUX OTOBIIAHb

, “ Oh, George is a nice fella.”(“Today is

Epnecta Xeminryes, HaBpsi1 41 MPUTaAMaHHHH JIFOJISIM Y TIOBCSIKACHHOMY >KH TTI.

188



«AticOepr» — Teopis XeMiHryesi, 10 K01 BiH HEOJHOPa30BO 3BEPTAETHC ST Y CBO-
i1 TBOpPUYOCTI, BBOXKAIOUH, IO SKIIO MICBMEHHUK A00pEe 3HaE Te, PO MIO BiH MHIIIE,
BIiH MOJKE OITyCTHUTH 0araTo 3 TOTO, IO 3HA€, 1 AKIIO BiH MHIIE IPAaBIUBO, YUTAT Bij-
Yye BCE OIyMIEHE TaK CaMO CHIIBHO, SIK SIKIIO O MMCHhbMEHHMK CKa3aB Ipo 1e. TooTo,
3araibpHe YSBICHHS PO TEOPilo «aiicOepray» nojirae B TOMy, IO MHChbMEHHHUK OBH-
HEH 30CEPEANTHCS Ha CTHJI MiHIMaIi3My, HESICHO BHCBITIIOI0YN OCHOBHI MpoOeMn
abo temu. [lo cyTi, cripaBxHili CEHC TBOPY JIGKUTb ITiJ] IIOBEPXHEIO 1 00 3p03yMiTH
Horo, YnTa4 TIOBUHEH JIOBEPIIMTH OYEBHUJIHI (DaKTH Ta CKIIACTH PEINTy Ma3ily caMmoc-
TIHO.

Kpim Toro, my*e BaXXIHMBY pOJIb y peani3arlil Teopii «aficoepra» B OMMOBITaHHIX
XeMiHryesi Bilirpa€ BUKOPUCTAHHSI apTUKIIS, IO MOYKHA NMPOCTEKHUTH HABITh KPi3b
Ha3BU HOTO TBOPIB 31 30ipku omoBimans “Men without women”, nampukman “The
Undefeated”, “The Killers”. O0'e1Hy04010 JTaHKOIO /ISl HAa3BU IIUX TBOPIB CITyXKHTh
o3HaueHui apTukiIb “the”. Ik 3a3nagae B. A. Kyxapenko B cBoi# nparii “Iarepmpe-
Talis TeKCTy , 03HAYCHUH apTUKIIb BHOCHUTH Jy)K€ BarOMHi BHECOK Y CMHCJIOBE Ha-
BaHTAKEHHS TEKCTY 3aBJIAKHM OCOBIMBOCTAM CBOTO pO3MillleHHs. Merhest mpo iforo
MOTEHIIII{Hy MO3UIII0 B TeKCTL. Bylydn MOKa3HUKOM ITEBHO1 CITIBBITHECEHOCTI pede-
PEHTa 3 CUTYalli€l0, 03HAYCHU I apTHUKIIb HOPMATHBHO 3'SIBIISIETHCS B PEUCHHI ISl 11O~
3HAYCHHS BXKE BIIOMOTO, paHiie 3raaxyBaHoro o0'ekta [4, 71]. [lounnaroun po3min
a0o nimii TBIp BiH CTBOPIOE e()eKT MPOJTOBKCHHS a00 BIIHOBJICHHS PaHIIIe PO3I10-
YaTOr'0 OITOBITAHHS.

3a yMOBH 3arajbHOI BUCOKOI YaCTOTHOCTI 03HAUEHOT'O apTHKIISL B TBOpax Xe-
MIHTYesT BCE€ K OCOOJIMBO BUAUIIOTHCS TMOYaTKoBi ab3amm. Hampukman, “Manuel
Garcia climbed the stairs to Don Miguel Retanas office” (“The Undefeated”), “Out-
side, the snow was higher than the window. The sunlight came in through the win-
dow and shone on a map on the pine-board wall of the hut.” (A Simple Enquiry”),
“So he ate an orange slowly spitting out the seeds. Outside, the snow was turning to
rain.”(Banal Story) — 1ie nuIIe KpUXITHA YaCTHUHA 3 BEJIMIE3HOT KUIBKOCTI OMTOBINAHb
I[bOTO MTUCHMEHHHUKA, TIEPIL a03alu SIKMX MOYNHAIOTHCS 3 03HAYEHOTO apTUKIIS.

[oniOue BBemeHHs 0ci0, (hakTiB Ta MO B pO3MOBIAL CTBOPIOE y YHTAYa Bpa-
JKEHHsI, 110 BIH CTaB CBIIKOM TPHBAIOYOi ICTOPIi, MOYATOK SIKOi 3aIMIIMBCS 32 Ka /-
poM. TakuM 4MHOM, aBTOp, 3 IEPIIMX CEKyH/ 3HAHOMCTBA 3 ONOBITAHHAM, 3aHyPIOE
yuTada 0e3MocepeaHb0 B SHILEHTp TOIiH.

BuyTpitmiii ctaH nepcoHaxiB y TBopax EpHecta XeMiHryesi pO3KpHUBA€ThCsI

yepe3 npu3My pi3UIHKX BiqayTTiB. OcoOmBe Miclie B 0aHHI pO3ITOBii CEHCOPHO-
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r0 XapaKkTepy 3aiiMaroTh JiECII0BA, IO MO3HAYA0Th YYTTEBE CHPUUHATTSA: to touch, to
feel, to see, to watch, to smell, to scent, to odour, to stench, to stink, to taste, to hear,
to listen i T.1. XemiHryeil MIMPOKO BHKOPHMCTOBYE Liei MPHUUOM i 4ac peamizarrii
NPUHIUIY «aiicOepra», MPUKIIA] TOMY TaKOXX MOYKHA 3HAHTH Ha CTOPIHKax OIOBi-
nanns “Todayis Friday”: “I couldn 't feel any worse.”, “I feel like hell tonight”. Bu-
KOPHCTOBYIOUH TaK MaJIo CJIB, ajle BKJIJAI0OYH B HUX Tak 0arato pearicTHIHOCTI, aB-
TOp MAaJIO€ HACTUIBKH SCKpaBy KapTHHY, L0 YHUTa4 MOXKE BIITBOPHUTH IUIICHY Kap-
THHY TOTO, III0 BiTOYBa€THCS.

Omxe, mana ripo3a Epaecta XemiHryest siBisie cO0010 BEMKHIA MacuB JUIsL 10 C-
JDKEHHS 1 0araToCTYIIEHEBOTO aHANI3Y, [0 B CBOIO YEPTy pOOUTH JTEpaTypHY CIia-
JIIMHY [OTO MUChMEHHHKA ¢ OUThII MPUBAOIMBOIO IS JITCPATYPO3HABIIIB. Horo
ABTOPCHKHUH CTHJIb NMHChMa BHKJIMKAE YHMAJUH IHTEpEC cepel HAyKOBIB, TOMY IIO
HEO/IHO3HAYHA CTPYKTypa TBOPIB, CTHJIb MOBJIEHHS, BUKOPHCTaHI IPUHOMH L[LOTO
MUCHhMEHHUKA 3aJHINAIOTh IMMPOKE IMOJIe U {HTepIIpeTarnii i JOCTIKEeHHS HOTO
OTIOBiaHb.

BIBJIIOI'PADIYHI [TOCUIIAHHS:
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A. B. Uymnpuna, E. I'. IBan1oB

JUCKYPC JETCTBA B TBOPYECTBE H. B. 'OI'OJIsA

OHUM M3 MalloOM3y4deHHBIX BOTpocoB B Ouorpaduu H. B. T'orons sBnsiercs
paHHMI IEPUOJI €ro KU3HU U TBopuecTBa. Ho MMEHHO B 3TO Bpemst c(popMHUPOBAIOCH
€ro MUPOBO33pEHHE, HAMETHIICH OOIIECTBEHHBIE U JITEPATYpHBIE HHTEPECHI, ObLIH
HaIlcaHbl NepBble pousBeneHus. [loaTomy oOpartenne K IUCKypCy JIeTCTBa MHC a-
TeJsl IUTEPaTypOBEAUECKU UHTEPECHO U HaydHO npoayktuBHO. Oten H. B. T'oross,
KaK M3BECTHO, 3aHUMAJICS JUTEpaTypHBIM TBOpUYecTBOM. OH ObLI aBTOPOM JIBYX KO-

MeJUi U3 YKpauHCKoTo HapoaHoro ObiTa: «Cobaka-BiBIs» 1 «IIpocTak, abo xuTpo-
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I XKIHKH, TIEPEXUTpeHi MocKaineM». FIMEeHHO OH OKa3aj 3HAaYHWTEIbHOE BIMSHHUE HA
paHHee TBopYecTBO cbiHa. OCOOEHHO OTYETIIMBO BUIHO 3TO B « COPOUMHCKOM sipMap-
ke». Uccnenosarenu tBopuectsa H. B. ['oronsa otmeuanu, 4yTo, He TOBOPSI yXKe O 4 e-
TeIpex 3nurpadax x raasam I, VI, VII n X «CopounHCKOH sspMapKu», B3ATBIX Chl-
HOM u3 NBYX Komenmit otma («Cobaka-BBIrsi», «IIpoctak»), curyarmms: Coommii—
Xuspsi—nonosud B « COpOUMHCKOH sIpMapKe» B TOUYHOCTH COOTBETCTBOBAJIA PaccTa-
HOBKe nepcoHaxel Poman—Ilapacka—npsk u3 komenuu «lIlpocrak», BIoTe 10 Xapa-
KTEPUCTHUKH OTIENBHBIX 3JIEMEHTOB 3TOr0 TpeyroysHuka [1, 519].

OtmMmeuanach Takxke HeCOMHEHHasi 6:1130CTh r1aBbl VI « CopodnHCKOH sipmap-
km» n sBineHnst VI komenun [Noroms-otna «IIpoctak» BIIIOTH A0 OTAENBHBIX J€Ta-
neit: «...crieuuduueckas peub nonosuda B « CopounHcKoi sipMapke», B «IIpocrake»
— ZIbsIKa, KOMHYECKHUH Mepexo] OT YrOWEHHs K U3BbSICHEHHIO JIIOOBU M, HAKOHEL], He-
0’KUJIaHHOE TIPEKpallieHue JIIOOOBHOH CIICHBI TTOSIBJICHUEM ITOCTOPOHHUX M COOaubUM
maeM. Bot mpumMep coBnazeHust OTAENbHBIX JeTaleld B TBOPUECTBE OTIIA U ChIHA: B
ssneann VII «IIpoctaka» Cotcknit, oOpamiasics k [Tapacke, roBoput: «Kymo, nomry-
Kail TaMm y redi: Y HeMa COJIOMaxu, MaMITylioK, ado rajymok, ado HIyJuKiB, abo
TOBUYECHHUKIBY», a B ry1aBe VI « CopoYrHCKOH sipMapKi» XUBpsI MpejIaraeT NoMoBHIY
«BapEHUYKH, TATYIICYKH MIICHUYHbIE, TAMITYIICUYKH, TOBYCHUKNY [3, 64].

30 anpens 1829 r. H. B. T'orosis mucan marepu n3 IlerepOypra: «Eme npoury
Bac Bbicnarh MHE JIBE MalMHbKUHBI Maopoccuiickue komennn: OBra-cobaka u Po-
maHa ¢ [lapackoro. 3/1ech Tak 3aHUMAET BCEX BCE MATOPOCCUICKOE, UTO s TOCTap a-
I0Ch MOMPOOOBATh, HENB3S JIM OJHY U3 HHUX IIOCTABUTh HA 3JCHIHUN Teatp» [3, 66].
ITocTaBuTh KOMennu OTIIA B KaKOM-THOO merepOyprckoM teatpe I'oromo He yna-
JIOCh, HO MaTepHaibl KOMEIMHM OH HCIIOJIb30Ball, co3/aBas «Bedepa Ha xyTrope 6sm3
Jukanbku». M 1e1o, KOHEUHO, HE B 3aMMCTBOBAaHUH I'€HUAIBLHBIM CHIHOM OT/AENIbHBIX
JleTaneil u3 TBopUuecTBa OTLA.

HekoTopeie 3mu307pl KHUTH, B KOTOPOM HAacTOSIIAs KU3Hb IeperieTatach
¢ JereHgamu, ObLIN HaBesIHBI JETCKUMH BuaeHusMH ['oros. Tak, B moBecTu «Maii-
CKas HOYb, WM YTOIUICHHHUIA» SMHU30, KOTJa Mauexa, MPEeBPATUBIIAsCS B YEPHYIO
KOILIKY, TIBITAETCSl 3aAyLIMTh JOYKYy COTHHMKA, HO B PE3YJIbTAaTe JIMIIACTCS JIaIbl
C XKEeJIe3HBIMH KOTTSIMHU, HATOMHHAET peabHYI0 UCTOPHUIO U3 KU3HU nucatens. Kak-
TO POAMTEIN OCTABWIIM CBIHA IOMA, & MMPOYHE JOMOYAALBI Jeriu cuarts. Bapyr Hu-
KOIIIA — TaK Ha3bIBaIM ['0Tos B IETCTBE — YCIBIIAT MSyKaHbE, a YEPE3 MTHOBEHHE

YBHUJIEN KPaIyILIylocs KOMKy. PeOeHOK ObUT HalyraH 10 MOJTyCMEPTH, HO Y HEro XBa-
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THJIO MY>KECTBA CXBAaTHTh KOIIKY U BEIOPOCHUTD B NPYI. «MHe Ka3anoce, ymo s ymo-
nua yenogexay, — nucan nosxe 'orosis.

JyxoBHoe oO1ieHne 10HOTO ['0ros ¢ OTIOM, HECOMHEHHO, CIIOCOOCTBOBAJIO
CO3PEBAHUIO JEMOKPATHUECKHUX TEHACHINI B MUPOBO33PEHUH ChIHA, a 3HAKOMCTBO C
MPOU3BEICHUAME OTLA 0Ka3aJI0 OJIAarOTBOPHOE BIMSTHUE HA PA3BUTHE B PAHHEM TBO -
uectBe H. B. T'oronsa nemokparuueckux U peaMcTideckux 4ept. B 3amuckax I'. I1.
JlaHUIIEBCKOTO, TOYTH €IMHCTBEHHOM MEMYapHOM HCTOYHHUKE O paHHeM aerctse [ o-
TOJIsT, €CTh CBEACHHS O TOM, UTO «TPEX JIET OT POJIY OH YK€ CHOCHO pa3z0oupa v mical
CJIOBa MEJIOM, 3allOMHHB aJI(aBUT 110 PUCOBAHHBIM, UTPYIIEYHBIM OykBam» [2, 119].
OTu cBeneHns, To MEeHHIO Onorpados ['oromst, HenpaBnomonoOHsl. Mapust MBaHo-
BHa ['orons, pacckazeiBas I'. Il. JlaHuneBckomy 0 TOM, UYTO €€ MSATUJIETHUN ChIH
«B3IyMaJ IACATh CTUXH», NMENA B BUAY pU(MOBAaHHBIEC UMIIPOBHU3ALNH PeOCHKa, KO-
TOpbIE HENMb3s Ha3BaTh CTUXaMU. TeMbl ISl TaKUX UMIIPOBU3ALMN 3aaBajl CBOMM
cbiHOBBSIM Bacwmmit AdanaceeBnd ['orons. O6 stom mmcan I'. T1. JlarnneBckuii:
«Marts ['orosst MHE nepeaaBana, 4To NEPBbIE TOJbl OTPOUYECTBA OH MPOBET CO CBOUM
MIIAAINM, paHo ymepiuuM Oparom MBanom. Oten I'orons, €315 B 1oJie ¢ CHIHOBB 5I-
MU, MHOT/1a 33/1aBaJI UM JOPOTOI0 TEMBI JJIsl CTUXOTBOPHBIX UMITpOBH3arnii: « CoiH-
ue», «Crenby, «Hebecay.

Crpemnenne Hukomm ['orosist mucaTh CTUXH HOJTYyYHIO KOHKPETHOE BBIpaXKe-
HHUE BO BpeMs 00y4eHUs ero B HeKMHCKOM ' mMHa3uu Beicmx Hayk. K coxarnenuro,
U3 €r0 PAHHUX CTHXOTBOPHBIX OMBITOB /10 HAC JOIUIM TOJHKO HEKOTOPBIE €ro SIHT-
pamMMBbl, TPYCTHO-TUpHUUYECKOe cTuXoTBOpeHHe «Hemoroma» u roHomeckas mosma
«I'anc Kroxemsrapten». 31o nepBoe npounssenenne Hukonas ['oromns B gyxe HemeI-
KO pOMaHTHYECKOH IIKOJIbI, KOTOPOE OH IyOJIMKYET I10J1 TICEBIOHUMOM — B. AJoB.
I[1ceBnoHNM AJIOB OH BBIOpaAJ AJI TOTO, YTOOBI 3aBUTH JINTEPATYPHOMY MHUPY H IIO-
TEHIMAILHBIM YWTATEIIsIM, YTO B3OIIa HOBas JUTepaTypHas 3Be3na. Ho peakims
okazasachk 00parTHoit. KHuTry packputukoBany, u ['orosp TyT e OTHpaBHI HPUCITYTY
10 BCEM KHIDKHBIM Mara3uHaM, TOT CKYIHJI BECh M3JIaHHBINH TUPAX, M MHCATENb CHKET
ero B kamuHe. YUTo e Kacaercs MceBJOHMMOB, KOTOpbie ncnoJib3oBail H. B. ['oross,
MO’KHO KOHCTaTHPOBATh, YTO HCIIOJIb30BAHHUE IICEBJOHIUMOB YCIOBHO ACINTCS Ha de-
TeIpe 3Tana. CHavyana OH MOJNUCHIBAICS Tak: 0000, ['. SIHos, I1. ['neunk, H. I'oroms
(o1 >TMMM TICEBIOHUMAMHY OH MHCAJI CBOW PAHHUE MPOU3BEICHNS ), TOTOM HCIIOJIb-
30BaJl iceBnoHNM B. Anos (npomssenenue «['ann Kroxemsrapreny), 3artem Pynbrii
[Tanbko (B cOopuuke "Beuepa Ha xyrope 06113 J{ukanbku'), B 0oJiee Mo3JHUX TPOH 3-
BEICHUSIX - wEE N.N.N.
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PacnmdpoBke noaatoTc s NpakTHIECKU BCE IICEBIOHUMBI 1 0T01s1, 0JHaKO AJIOB TO-
JIbKO OCTAaeTcsi €MMHCTBEHHOW HepasrajaHHol 3araakoil. Mccnenosarens M. 3oi10-
TYCCKHUI OJHaXbl OTMETHI B HA3BAHUM POMAHTUYECKOE HAYaI0 — 3aps, ajloe yTpo,
paccaer. Bce ocTanbHbIe iceBJOHNMBI ['0rosist ObliM cO31aHbl HA OCHOBE UMEHH TTH-
carems. [lcesgonnm I'. SIHOB yKa3bIBaeT Ha TO, YTO MHUCTHK UCTIOIH30BANT (haMIIIHIO
CBOEro
otua — Bacunmus AdanacheBnua SIHOBCKOTO, KOTOPBIM COUMHSII CTUXH U OBbLIT POMaH-
THYECKOW HaTypoi. DTOT (pakT B OUEpPEHON pa3 yKa3bIBaeT Ha TO, 4To ['oroJb B He-
KOTOPBIX CBOMX TIPOMU3BECHUSIX HCIIOIB30BAJ JIMTEPATypHbIE HAOPOCKHU OTIIA U3 €ro
Oymar.

Taxum 00pa3zom, Mbl IPHUIILIN K BEIBOJY, 4TO MUPOBO33pEHUE U TBOpUuecTBO H.
B. I'oronst BeIpocsio Ha Ipo4YHOI HapoAHOU ocHOBE. JlaHHbIe 0 panHeM aerctse H. B.
[oroust upe3BbryaitHo OenHbl. CHIIBHBIEC BIIEUATICHUS JETCKHUX JIET, TUIO0JOTBOPHOE
BJIMSTHHE OTIA CHITPAIM BaXXHYIO POJIb B (POPMUPOBAHNE MUPOBO33PEHUS H JIUTEP a-
TYpHOTO CTUJISL CIIUCATEIS.

Poaurenu ctpemMuinck 1ath eMy Xopotiee oopazoBanue. Oter 'oross, yMHbIi
U BOCIIMTaHHBIN YEJIOBEK, C TOHKUM 3CTETUYECKUM UYBCTBOM U )KUBBIM IPUPOJHBIM
IOMOPOM, TOPSYO JIIOOMBIINI PYCCKYIO JIMTEPATypy, BCE 3TH Y€PThl BOCIUTHIBAI B
coine. [Tucarensckuit Tanant nepenaics H. B. ['oromto no Hacnenctsy. Manbuuk Ha-
0Jro/1a)l TIOJTHEBOJIBHYIO KHM3Hb KPEIOCTHBIX, 00bIUau M HPaBbl MPOCTHIX JIHOJCH,
CITylIaJl HapOJHbIE NIECHH W MIPOHUKCS JIIOOOBBIO M HHTEPECOM K JKM3HHU Hapoja. B
IIKOJILHBIE FOJIBI TOT MHTEPEC CEaIICs ellie 0oJiee yCTONUMBBIM M BRIPA3UIICS B CO-
OMpaHMH W 3alUCHIBAHMM STHOTpapUUecKHX MarepuaioB. [lucarenb Mactepcku
CIIpaBHJICS C IOCTABJICHHON 3a/1auell — CO3aTh UCTOPUIO HAPOJa B yXe BPEMEHH, HO
[0-CBOEMY — CKOpee, KaK JIUTepaTypHO-HCTOPHOCO(CKYIO, HEXEIH KaK HayqHO-

HUCTOPHYECKYIO.
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A. C. IIlakamosa, O. A. BoeBoauHa
MOTMHMB I'OPBI B «ITIOOME KOHIIA» M.H. HBETAEBOI71

«IToama Konma» (1924) sBisercss TOTHIECKAM U XPOHOJIOTHIESCKAM TIPOJI0 JI-
sxenneM «Iloamsl I'opei» (1924). BMecte oHM NPEACTaBISIIOT CEMAaHTHYECKOE LIEIIOE,
rZie OJTHUM M3 HEHTPAIbHBIX 00Pa30B CTAHOBUTCS 00pa3 ropbl, pealu3yeMblii B pa3-
JMYHBIX MOTHBaX. ['opa mpeacTaer Kak CJIOXHas AMHUIA CMBICIIA, CJIOKHBIH CIUIaB
AJIEMEHTOB HHJUBUAYAIbHO-aBTOPCKOIM CTPYKTYpHl MHUPA, MPEUMYIIECTBEHHO I10-
CTPOEHHOTO Ha OCHOBAaHUH OWOTrpadudeckoro (axra, MOOYAMUBIIErO K CO3IaHUIO
[IPOU3BEICHUM.

[NonsiTHE «MOTHB» 3aMMCTBOBAHO U3 TEOPUH MY3bBIKH, T/I€ 03HAUYAECT HAMEHb-
IIy10 4acTh MEJIOJNH, UMEIOIIYI0 BEIPAa3UTEIbHOE 3HaUeHue. B mureparyposeneHuny,
o MHeHMIO B.E. Xami3eBa, MOTHB 00:1a/1aeT TIOBBIIEHHON 3HAYUMOCTBIO (CEMaHTH-
YEeCKOI HACHIIIIEHHOCTHIO) [6]. OH CBsI3aH U C TEMOW, U ¢ UACCH, U APYTUMH JICMCH-
TaMH HOATHKU NPOU3BEICHNUS, HO MM HE TOXKIECTBEHEH. Ero riiaBHble 0cOOEHHOCTH
— HEMOJIHOTA peaIu3allii, CKPEIIEHHE BCEX KOMIIOHEHTOB IPOU3BECHNUS, CO3IaHHE
0c000# eIUHON TOHATBHOCTH [6].

B «IToame KoHna» croskeTooOpa3yrommm 37IeMEeHTOM sBisierc s (hakT Ouorpa-
¢uu Mapunsl L{peraeBoii. [loarecca coszmaer mosmubliil guntux: «Ilosmy opei» (1
saBaps — 1 ¢eBpansa 1924 roma) u moce ee 3aBepIICHUs MPUCTYMAET K paboTe HAX
BTOpO#i yacThio — «Iloamoii Konnay» (1 ¢espans — 8 ntons 1924 rona). Ilpororunom
repost nosm ctan K.b. PoxzeBny, pomMaH ¢ KOTOpBIM y aBTOpa o3M  ciayduics B Ue-
xuu. B mmceme k [actepuaky ot 26 mas 1926 roma M. LlBeraeBa obOpamaer ero
BHHMaHue: «I'opapaHbllie 1 — MyKCKOH JIMK, C IIEPBOTO TOpPsiua, cpa3y BBICIIYIO HO-
Ty, a Ilooma KoHna yxe pa3pasusiieecs )KeHCKOe rope, IpsHyBIIMe cliessl [...| [Toa-
Ma ['opbl — ropa ¢ npyroii ropsl yBuaenHad. [loama Konna — ropa Ha MHe, 5 of
Hei» [3]. HanmoMHUM, 9TO MPOTOTHITUYECKOW TOPOH sl MeTadOpUIECKOro oopasa
MOCITY’KWJI PeabHO CYIIECTBYIOIMI X0aM lleTpuimH, mo-1BeTaeBCKM Ha3BaHHBIN
CmuxoBckuM xoaMoM. [lepBoHauanbHO aBTOPOM 33AyMBIBAJIOCH 1aTh JPYroe Ha3Ba-
Hue nosme — «Ilosma PaccraBanusi», yka3piBas TakuM 00pa3oM Ha OCHOBHYIO TEMY
npousBeneHns. Ho aBTop yCcmiMBaeT Tparndeckoe 3By4aHUe TEMbI, HCITIONIb3Yys K C-
IIPECCHUBHO HanoJHeHHOe Koney. KOMIO3UIIMOHHO T0AMa CTPOUTCS U3 YEThIPHA/LIA-
TH OTHEIbHBIX OJIOKOB-IJIaB, 00IIas TOHAJILHOCTH KOTOPBIX IIyOOKO IpamaTH4Ha.

CornacHo uccnenopanuto O.A. CKpUNOBOM, B IO9ME PEATM3YETCsl «IIOATHUKA IIp e-
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nemsHOCTIY [2]. B «Ilosme KoHma» B pa3HOW CTENEHHW BBIPAKCHHOCTH TPUCYT-
CTBYET MOTHB I'OPBI, IPOJIOJDKAS M YIIIYOJIsisl OJTMH U3 EHTPaJIbHBIX MOTUBOB «I103-
™Mbl [opey. @opMyna Tparmdeckoil CUTyaIllii MPEaCTaBlIeHA B MOTHUBE NAOEHUA,
cnycka ¢ TOphI Kak CHHOHHMMA paccTaBanus: « B3, — MoskHo Haropy? / B mo —
cnemauii pa3!» [4]. Poman 3aBepirieH, 1 BEpHyTbCS Tya, KyJa HEHCTOBO JKENaeT Bep-
HYTbCSI T€POHHSI, Ha TOPY, HEBO3MOXHO.

Bcst nBenannaras riiaBa mosMbl CBA3aHa C HOBBIM MECTOIIOJIOKEHUEM IOPBI —
«BHE» ropo/ia (3aropo, mpuropox). B koHTekcTe mosmMbl ¥ [pamMaTHiecKoi HCTOPUH
JHOOBU, O KOTOPOH WJET pedb, 3TO MPOYHUTHIBACTCS KaK «BHE YKU3HW», 33 YEPTOH
*u3Hu. Ho m3HagampHO B «Iloame 'ope» ykazwiBanock: «Ta ropa Obuta Hag TOp o-
qom» [3]. «Ku3ab — 3TO MecTo, Iie )KUTh Hemnb3s: / EBpelickuii kBaprai...» [3] —
MO3TEcCa MPSIMO CPABHUBAET JKU3Hb C TETTO, C M30JLIIUEH, TJIE «TOPE» HEerze pa3Bep-
HyTbCcs. T. BeHIUIOBa B HCCIEIOBAaHUHU O MOAME MpeaiaraeT KOMMEHTapHuil OlMHHa-
JIIATOH M TBEHAIATOM ITaBaM B OMOJIEHCKOM TUCKYPCe «Kak HAMEK Ha STHMOJIOTHIO
T'onrodsr (JJobnoe mecTo)» BBUaY X Mectononoxxenus (I"onroda naxoaunach 3a
ropoACcKuMH cTeHamu Mepycanuma) [1].

BHyTpeHHee Xyn10’KeCTBEHHOE IPOCTPAHCTBO B TPETHEH TIJIaBE IMTO3MBI YKa3bl-
BAeT Ha JIOKATM3ALHUI0 MeTahopHIECKOTro 00beKTa «1I0M» Ha rope: «— Ho Hukakoro
noma Benb! // — Ectb, — B necartu marax: / Jlom Ha rope; Jlom, 3T0 3Ha4YHT: U3 T1OMY
/ B HOubY. JJoM Kak BMECTHIIHIIE CYacThs — «JloMa— B cuacThe, U c4acThs B gom! //
Cuactest — B mome!» (B3sitoe u3 «Iloambr ['opsr» ommcanne comepikaHus JT00BN),
MepecTaeT TakuM OBITh, KOTJIa yXOAUT JIFOOOBb M 3/1€Ch STOT IIPOH3UTENILHBII 00pa3-
CHMBOJI IPOYUTHIBAETCS KaK OTCYTCTBUE CUACTbS, BBIXOA N3 Hero. OCO3HaHNE WILTIO-
30pPHOCTH «ZIOMa», KOTOPBII BO3MOJKEH JIUIIb HA «TOPE», KU3HETBOPHOM (hoHE /11
yyBcTBa. Tam ke [[BeTaeBa moka3pIBaeT KOHEUHOCTH JIFOOBH, UTO APYroil maxoil He
oyner: «Toit roper mocnenanit qom / [lomHMINE — Ha rcxoe npuropoaa?» [4], a B
«ITosme KoH1ay minmocTpupyer Apyryro rpanb KoHedHocTH: « ToT yac Ha Bepxy ro-
pet / U ctpacti. Memento — mapowm: / JIro00Be — 3T0 Bce mapsl / B koctep, — u
Bcerna — 3amgapoM!» [4]. TlepekmKkaroTcsi BOMPOCUTENBHOE KITOMHHUIIbY» C YTBEP -
TEJIBPHBIM «memento» (JIaT. MamMATh) MapoM — 3(PEMEPHOCTh, JIETYy4ecTh MaMATH O
«KJIATBE, KOTOPYIO TIO3/1HO KISICThY» ; BCE AAPBI B KOCTEP 3aJapOM — B 3TOM aKCHOJIO-
THUS I[BETACBCKOM JTFOOBH, B TIOJTHOM OTPEIICHHOCTH U CaMOOTaue.

EnuHCTBEHHOCTh W yBEPEHHYIO TOYHOCTD I[BETAEBCKOTO BHIOOpA MPOTPaMM -
PYIOT ClieAyrone CTpOKK U3 msaToi riasel: «Ckasars? — bapabannbiit 60# / [lep-
ctoB. — He ropamu neurars! / JIro00Bb, 3TO 3HAYHT. .. // — Moii.» [4]. Bes orpowm-
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HOCTh €€ YyBCTBA, BBICOTA, MaclTad, BOIUIOTUBINMECS B TOpPE, HE3BIOIEMBI, a O€3-
aneJUIIIIMOHHOCTh BhIpKEHA KIIEHMOM «MO¥1», pa3HOUTEHHIA OBITh HE MOYXKET, POBHO
KaK ¥ POCTPAaHCTBA BHYTPH MOOBHU. B 3TOM 1 mapagoxc mob6su mo L{BeraeBoii: exu-
HeHre 0e3y/IepXKHOCTH M CBOOOJHOIO IoJieTa €e COOCTBEHHON MBICIIH U JIyXa IpH
MIOJIHOM JTyIIEBHOM MapaTlM30BaHHOCTH €€ TTApTHEPA, TIO3TOMY TaK OTIPEEIICHHO pas3-
BOJIATCS TEJIECHOE U JYXOBHOE B JIIOOBH: «XOTETh — 3TO JeJ0 Tel, / MBI X Ipyr aust
Ipyra — aymm» [4].

Jecsitast raBa pacKpbIBaeT COJIEpKaHUE MOTHBA CITyCKa C TOPBI CIIETyIOIIeH
émKoi koHcTpykuuei: «PaccraBaTbess — Benb 310 BHU3, / [log ropy...» [4]. Tsokectsh
CITyCKa ITOI4EPKUBACTCS «ITyI0BOCTHIOY» CAIIOT, 3/16Ch MAKCUMAIILHO SIPKO TIPOCIIEXK H-
BAETCsl aBTOPCKOE MOHMUMaHUE Pa3pbIBa, JaKe MOXKHO CKa3aTh — OTYASHHS OT HErO.
JIr000BB, OUEBHIHO, IBIKCHUE BBEPX, PA3PhIB K€ MOAPA3yMEBAET JBIK CHIE BHU3,
I7/Ie ICXOHasl TOUKa JBIKEHHS — Topa.

Jlanee MOTHB CITyCKa NpsIMO YIMOMHHAETCSI B Hadajle YEThIPHAIIIATON TIaBbI:
«Tpomoto oBeuneit — / Cryck. ['opona ram. / Tpu neBku HaBcTpeuy / Cmerorcs.
CrneszaMm...» [4] — mOHWKEHHUE IO YPOBHS TOPOJa, T1e, KaK N3BECTHO, HET MECTA UyB-
ctBaM. Ho ci1e3b1 — He )KeHCKHE — MYXKCKHE, TTOCTBITHBIE — «IIEPJIbl» B KOPOHE JIMPH-
yeckol repounu. [logbeM Ha ropy Bceraa faercs ¢ TpyIoM, a MaJieHue ¢ Hee 0oJe3-
HeHHoe n pe3koe. CTpoku B Hadane mosMmbel — «To, 4To BUuepa — mo mosc, /
Bapyr — o 3Be31» [4] — TOBOPAT O MPOCTPAHCTBEHHOM OTHOILCHUH K TOpE: yCMaT-
pHBaeTCs NOJI0KEHNE, B KOTOPOM paHbIIIe repoy ObII HapaBHE C BBICOTOH, a TENEph
OHH 3aHSJIM APYT'YIO TOUKY U CMOTPST CHU3Y HaBEpX.

Hntepecen 06pas, moaaepKABAIOIINI MOTHB TOPHI B TT03ME, B BOCHMOH TJIaBe:
«9k — cmpecc u Pum! // I'penana? Cama ne 3Hato0, / CMaxHyB niepuH / MoHOIaHbI 1
I'mmanam» [4]. TlosTecca crienmduyeckn ByalupyeT 1Mo TOHOHUMHUYECKUMHA HOM U-
HalUsIMA YEThIPE «TOPHBIX» MOTHBA: MEPBbIH — « DK — crpecc u Pum!» — kxak u3-
BECTHO, PUM, OCTPOEHHBIN HAa CEMU X0JIMax ropoJl (3/1eCh YMECTHO TPEJIIOI0KUT
HaJM4ne aHarpaMMel « Pum — Mup»); BTopoit — ['penana, Takke TOMMOHUM HCTIOJIB30-
BaH HECIy4yaiHO: UCIIAHCKUI rOpOJI PACIONOKEH Y MOJHOKHUS KPYITHOTO TOPHOTO
xpebra Creppa-HeBana (mostnueckoe cosHanue l[BeTacBoil HEpeaKo OPHUEHTHP O-
BaHHO Ha WUCIIAHCKHUE MOTHUBHI); TpeTuii — MOHOIaH — M3JIFO0JICHHBIN JTUTEpaTypOi
TOPHBIM CUMBOJI, OembIil KpucTambHbIH XpebeT. [locnenass meradopa — ['mmanman —
camasi TAMHCTBEHHBIC U BBICOKHE TOpHBIE BepIIMHBI. OTMETHM, 4TO ONHCAHHBIE TO-
MOHUMBI (TOPBI) PACIIOIOKEHBI B TEKCTE MO CTEHIEHH BO3BBIIICHHS OT CAMOT'0 IUBU-

JIM30BAHHOT'0, YCJIOBHO «IIOJIOTOr0» K IMKOBUHHOMY, YAAJICHHOMY OT MHpCKOﬁ KHU3-
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uu.L{BeraeBckuii MoTuB ropsl B «Iloame KoHia» TekcTyanbHO BeIpaKeH crienudud-
Hee, ueM B «I[loame ['opb1». CXeMaTHYHO MOYKHO OITMCATh XapaKTep peain3alluy 3TO-
ro MOTHBA B JIByX HanpasiieHusx: ecyiu «Ilosma I'opbel» — poMaHTHYECKOE BOCXOXK-
nenue, To «Iloama KoHiray — cHImKEHUE, eCli He CTPEMUTEITLHOE TIaJICHUE BHU3.

MoTHB B [109M€ MPEUMYIIECTBEHHO MIPOCMATPUBACTCS CKBO3b IPU3MY HHOCKA-
3aHU, TIIyOOKOW METaOPUIHOCTH. ABTOP 3aICHCTBYET BCEBO3MOKHEIC OIHCATEIb-
Hbl€ KOHCTPYKIIMH, PEIKO 0OXOUTCSI IPUEMOM MPsIMOit HoMuHarmu. ['opa kak yHu-
KaIbHOC aBTOPCKOE UMSI-CHHOHHUM BBICOKOM JTFOOBU TIPOHU3BIBACT BECh KOPITYC T103-
MBI ¢ JpamatudueckuM moaycoM. B cBoem nmuceme k b.JI. [lactepnaky ot 28 amnpens
1926 Toga OHa BBICK@KET JMYHOE TMOHUMAHHE SMOIMOHAIHHOTO TPamgyca MO3MEI:
«ITosma koHIta — mpocTast (MPOCTH 32 TPYOOCTh) MY>KCKasi CHJIa, CHJIa CTPacTH, CUJa
T00BH, clieriasi CUJia, BAPYT OKa3aBIuascs U Aymoi. beum aymm, HO B 3auarke, Jep-
JKAJIMCh B BO3IyXe, MoKa s ayna» [5]. LiperaeBa 3a0upaet BCIO OTBETCTBEHHOCTH 3a
BO3JIBIDKCHHE «TOPBD (YHUTall — JIFOOBH) U €€ pOCT Ha ceOs.
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H. B. IllarmoBasoBa
IIOETHKA )KXAHPY HOBEJIUT. IDKEF]]VICA «CEP EJIMYHJ OPM»

B 0CHOBI TBOPYMX EKCIIEPUMEHTIB BUAATHOTO aMEPHUKAHCHKOT'O IIMCHMEHHHKA
I'enpi [Ixeiimca exuTh iHTEpeC 0 TAMOMHHUX ITPOIECIB JIFOCHKOI cBizoMocTi. Ho-
BaropcTBo [IxeiiMca OB’ si3aHe 3 HOTo BIIKPUTTSIME B c(epi Xy0)KHbOT 300paxyB a-
apHOCTI. Cepe| BI3HABAaHWX BJIACTUBOCTEH OIIOBITHOT TEXHIKM aBTOpa — BUKOPHC-
TaHHsI MPUAOMY «IIEHTPAITBHOT CBIZIOMOCTD) SIK OCHOBH OOYI0BU PO3IOBIIHOT CTP Y-
KTYpH TBOPY, «MHOKHHHICTh TOUOK 30Py», KOJIH KOXKHOMY 3 TIEPCOHAXIB, YIaCHUKIB
Iil, BIACTUBUMN CBIlf, Maike 3aBXXIU BIIMIHHHUN 1 HABITh MPOTHICKHHUHA IHIINM TIOT-
TSI Ha Te, IO BimOyBaeThCs, «apamaTm3anis posmoBimd [1, 135]. Xowa Jlxerimc
OUTBII BITOMUIA SIK aBTOP IICUXOJIOTIYHOT MPO3H, KTOTUYHDY HOBEIU CKJIAIAl0Th B HO-
TO TBOPYOCTI OCOOIMBHIA IUKJI, SIKAI CTBOPIOBABCS, TIEPEBAYKHO, B OCTAHHI IECATH-
airtst XIX cropivus [5, 340]. Came 110 Takux «icTOpiif Mpo MPHUBUIBY 1 HAJIEKUTD
HoBena «Cep Enmynn Opmy» (“Sir Edmund Orme”, 1891).

Croxer «Cepa Enmynna Opma» po3ropTaeTbest HAaBKOJIO TAEMHUYOT O J1a-
JIGKOTO MHHYJIOTO, y4acCHUKaMH sIKOi € BJoBa Micic MapeH, 11 ABaauaTHIBOXpiuHa
nonbka lllapmotra, HagileHa HaA3BUYAMHOK KpPacolo, Ta 3aKOXaHWH y MIBYMHY
IOHAK, KU 3aJIMILIAE 3aMUCKH PO Ha/I3BUUaiiHi 00CTaBUHHM, CBIIKOM SIKUX BIiH CTaB.
I'epoii-omoBinay, skuii yHUKa€ HA3UBATH BIACHE iM’ s, OTHOTO OCIHHBOTO COHSYHOTO
JiHsI, iepe0yBaroun y bpaiiToHi, 3ycTpidae ctaporo mpusitess, Kamirana Tenni bocry-
iKka, TKuii cripusie Horo 30JIDKEHHIO Ta 3HAKOMCTBY 3 MPUBA0IMBOIO Mic MapieH Ta i
Mmarip’1o. Crocrepiraloun 3arajkoBy HOBENIHKY Micic MapjeH, y Oecini 3 HEro BiH
JI3HAETHCS, IO JKIHKA CTYpOOBaHa MOSBOIO 3araJIkOBOTO IIPUBUY, SIKHIl Oarato po-
KIB Tiepeciiaye i1, Harajyro4u KOJMIIHBOI0 HapedeHoro, cepa Exmynna Opma. Kom
IOHAK po3yMie, 10 3aKoxyerbest y 1apinoTTy, BiH TeX CTae OYCBUIICM ICHYBaHHS
MPHUBHLY, OJIOTO, MOBYA3HOTO HE3HAHOMIIS 3 OJIaropoTHUM 00JINIYSIM, OISTHYTOTO
y 4OpHE, SIKOT0, KPiM HBOTO 1 Micic MapeH, HixTo He 0aunTh. JKiHKa MOSCHIOE, 110
e npuBua HA iM° 1 EmMynn Opwm — 11 KOXaHUH, SKOT'0 BOHA TIOKWHYIA 3apaH iHIIO-
ro, 14epe3 Iie BiH BUNHHUB CaMOTyOCTBO. 3 TOTr0 4acy el o0pa3 3’ sIBISEThCS 10 Hel
SIK OKapaHHsl, IIOCTIHHO Haraylouu PO MUHYJIE, a TAKOXX 331711 TOTO, 100 3acTep e-
rru [lapnoTTy B mMOMMIIOK Martepi.

© Ilanosanosa H. B, 2018
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OmnoBigay 313HAETHCA Y CBOIX MOYYTTSAX IO MIBUMHH, aJic BOHA HOMY BiIMO B-
ssie. Uepes KuTbKa MICSIIIIB BOHHU 3yCTPIUalOThCs B bpalTOHI, 1 MOJIOAMH YOJIOBIK 3HO-
By HamaraeThcsi po3moBicTu LapioTTi mpo cBOe KOXaHHS 70 Hei, ae HeCIIoAiBaHO
3’SIBISIETBCSL TIPUBHJ, Micic MapneH HempuToMHie. HacTymHOTO MHS HelacauBuii
MpeTeHIeHT Ha pyKy i cepre [llapnot BinBimye ponuny MapeH, i fioro jisikae TiHb
cMepTi Ha 004 Yi BIOBH. Marty 3MyILIye JOHBKY MOTOJUTHCS Ha IUTIO0 3 FOHAKOM,
MICJISL YOTO MPUBUJL 3 SIBISIETHCS 1IE pa3, SIK BUSABUTHCS, BOCTAHHE, 1 3T0JIOM Micic
Mapaen noMmupae.

EMoriiiHy Hampyry uuTada minTpumye 3arosioBok Hosenmd, “Sir Edmund
Orme”, Ha TIEPIIMI TOTJIAI, EMOIIIIHO -HEHTPAILHIUM, ajle TaKWif, MO HTPUTYE 1 Mic-
TUTh HEJOMOBIICHICTh. [likpecneHa aBTOpOM CTaTyCHICTb, OQIIIHHICTh IMEHI, sKe
3TayeThCsl, 00ePTAETHCS TAPaTOKCOM, BHABILIETHCS MPI3BUIIEM HE peallbHOi 0co0wH,
aJie IPUBHAY JIFOJIMHY, SIKUH MIepeciiiye ToJIoBHUX repois. [louarok HoBenmm nodymo-
BaHUI 3a MPUHLUIIOM «OOpaMJICHHs»: HOBUIl BIACHUK OYIMHKY 3HAXOJIUTh HEATO-
BaHi 3aIiCH HEHAa3BaHOTO OMOBiNaya cepel CTapuX pedei 1 BUpINIye MpeacTaBUTH
BUKJIAJICHI B HUX TaEMHHYi OOCTaBUHHU XUTTS MapaeHiB mmpokomy 3arany: “The
statement appears to have been written, though the fragment is undated, long after the
death of his wife, whom I take to have been one of the persons referred to...” [7,
1209]. V xopoTKiif ekcrio3uwii Bi 3a3Havae, 0 pyKOMHC 3’ IBUBCS depe3 Oarato po-
KiB ICJII CMEPTI OPYKMHU aBTOpa HOTATOK, 1 BOHA, IMOBIPHO, € OJHIEIO 3 IFOUMX
oci0 po3kaszaHoi icTopii, ane 10 FOHOT JIe/l BUSIBIIIACS TPAariyHOI0, OCKUIBKU Yepe3
PIK micyist IUTF00Y BOHA IMIIIIA 3 )KUTTS Yepe3 HeBJall 1oJIord. MOTHUB CTapOBUHHOTO
PYKOIIHCY, SIKHI BUTIAAKOBO MOMAIAE 10 BUIABLS, MITHO BKOPEHUBCS II¢ B IOYATKO-
BUX (hopMax TOTUYHOI MPO3M i MaHAPYE Bil aBTOpa J0 aBTopa. PamodHa onosiqHa
CTPYKTYpa CTBOPIOE €PEKT JOCTOBIPHOCTI TOTO, PO IO WIEThCS Y CTAPOBUHHUX 3 a-
nucax [4, 175].

Sk BimOMO, YacoBi MEXi MOJIN y KJIACHYHIA TOTUYHINA HOBEJI € 0COOJIMBHMHU,
BITOKPEMJICHUMH Bill pealbHOTO XPOHOJOTYHOTro mepediry. Taka koHIemis qacy
00YMOBITIOE ICTOPU3M CIOJKETY «ICTOpil mpo xaxu 1 raemuui» [3]. B HoBem «Cep
Envynn Opmy onrcyBaHi 00CTaBUHH TEXK HE TOB’ s13aHi 3 TOYHOIO J1aTOI0, 3aiMArOTh
0JIM3BKO MIBPOKY, PO3MOBIIb MIOYMHAETHCS Y JIMCTONAM], ypUBaeThes y kBiTHI: “This
was on a soft, still Sunday noon in November...” [7, 1209], “Toward the end of
April...” [7, 1234]. Iakosi o1IoBia4 HIOW HABMHUCHO BKa3ye Yac, MPHUB’ I3YI0UH IOl
J0 peanbHOCTL: “...when at five o'clock I knocked at the door...” [7, 1213]. Iloaeky-
JIM HaBiTh YTOYHIOE MUTh MOSIBH MpHBUAY: “...and at about a quarter-past seven he
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was in the hall” [7, 1229]. Ta HaBMHCHO KOHKPETH30BaHUH Yac 4acTO HE MPOSICHIOE,
KOJIM K caMe BITOYBAIUCH JKaXJIMBI MOJi, IPOTE ICTOPIS 3 YIACTIO IPUBUIY PO3TOP-
TAa€THCS TOCIIOBHO, IO JOCATAETHCS 3@ JOIOMOTOI0 TaKMX YaCOBHX MapKepiB, K
“...the day after this ...” [7, 1213]. 31aeTbcs, M0 TEpOi BIICTEKYIOTh Yac, ajiec BiH
[IEPETBOPIOETHCS HA YMOBHHUM.

Jbxelimc mpuniisie 0ocoOJMBY yBary onucy noptperis nepconaxis «Cepa En-
myHna Opmax. Tak, Illapnorra Mapen sik B Kparuii BOJIM CX0%a Ha CBOIO MaTip:
“At twenty-two she had a kind of rosy blankness and she was admirably handsome.
Her head had the charming shape of her mother's, and her features the same fine
order” [7, 1210]. «ITogBO€HHS 30BHIIITHHOT'O BUTJLITY KIHOK HATAKA€E HA OIM3BKICTH
xapaktepiB. JlificHo, [llapiioTTa MOTJIa MOBTOPUTH KUTTEBUN LUIIX MaTepi, HEXTY IO~
YU THM, XTO 11 KOXaB, aje mo0 IIbOTO HE CTAIOCS, IPUBHUJ Iiepecinye micic MapeH.
ABTOp aKIleHTye yBary Ha BUpa3i 0OJMYYsl JKIHKH, KOJIM Ta 0auyuTh NMpUBUAA («3Y-
CTpPiw» 3 HAATIPUPOTHOIO ICTOTOIO HE € BUAUMOIO I OTOUYIOUHX 1 Ma€ MicIie TUTbKU
B ysIBi camoi TrepoiHi, ane ii AuBHA MiMiKa HaTsSKae YuTady, 0 3 HEIO BiIOYBAETHCS
moch Hezposymine): “She stood a few seconds, with the queerest expression in her
face; then she sank upon the seat again and I saw that she had blushed crimson” [7,
1212]. IikaBuM € ONUC NPUBUILY, HJIETHCS HE TUILKH MPO HOTO 30BHIIIHIA BUIJISI,
MaHepu Ta moBeaiHky: “He was a pale young man in black, with the air of a
gentleman” [7, 1216-1217], “...as if a reigning prince had come into the room” [7,
1222]. Bin noBoauThest Oaiiayxke i 31aethest BimcroporeHum: “One had met people of
that sort, but never any one with such a grand indifference” [7, 1222]. IIpuBun 30-
OpaxeHO CTpHMMAaHWM, BiH Haramye Ipo Te, 0 BiNOYyIOoCs B MUHYJIOMY, i 3aBaykae
[apnoTTi 3ACHATHA TOMIJIKY B MaiiOyTHBOMY.

Haragaemo, 110 B nitepaTypHiii TOTHII XyI0KHIil TIPOCTIP 1 MICI[e pO3ropTaH-
HS TIO/1ii TparoTh 0COOJIMBY POJIb, aTMOC(Epa 3araJIkoBOCTI 1 CTpaxy MiITPUMY€ETHCS
came 3aBJIsSIKM 3aMKHEHOMY YU MOXMYPOMY OTOYCHHIO mepcoHaxiB. Y HoBen «Cep
Enmynn Opm» onmcyBani nofii po3ropTatotscs B bpaiiToHi, MicTi, BixaneHOMy Bin
JlonmoHa Ha KitbKa JecaTKiB KutoMerpiB. Y TpaHtoni repoi iuyTh 10 1epksu: “In
the church, where there were old Tranton tombs and brasses, the big Tranton pew
was full” [7, 1216], i B mpoMy CHMBOJIYHOMY CTapOMy TNPHUMIIICHHI BIIEpIIe
3’ aBIsIeThCA pUBHUA. 1lin 9ac po3moBH omoBigada 3 Micic MapieH B XUMepHiil KiM-
Harmi craporo Maetky (“... the Indian room ... had a decoration vaguely Oriental —
<...> objects not held to conduce to sociability” [7, 1219] Bapyre «3aBitae» nyx En-
myHaa Opma. Brpere npuBua 6a4aTe B TOMY )X TAEMHHYOMY MA€ETKY Cepe/ THILI i
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3BYKHM ToauHHMKa mnepen kamiHoM: “The empty hall was quiet — we heard the loud
ticking of the great clock <...> the person before the fire was Sir Edmund Orme” [7,
1227]. BynuHOK, B SKOMY XWix MapaeHu, HeBEeIWKU, HAOBHEHUH IPIOHUIIMH,
mo HaragyBamu npo munyne: “...full of portraits and tokens and trophies <...> to
which Mrs Marden professed herself attached by pious memories” [7, 1210-1211].
CrapoBHHHE MICTO, CTapa LIEPKBa, JaBHIi MAa€TOK — BCE [IE CTBOPIOE TAEMHUYY aTMO-
chepy.

BaxymBuM npuifoMoM HarHiTauHsl BIT4YTTSI suspense y HoBemi J[kelimca €
3ByKOBHH (DoH, 110 0TOUye TepoiB: “...the blue sea ... seemed to doze, with a gentle
snore..., as if nature were preaching a sermon” [7, 1209]. TlouyTTss pamocTi, O9iKy-
BaHHS IIACJAMBOIO KOXaHHS, SIKI BIACTHBI OTNOBiTa4y, OMUCaHI camMe 3a JOTIOMOTOI0
3Byky: “I had seen her personality in patches and gleams, like a song sung in
snatches, but now it was before me in a large rosy glow, as if it had been a full
volume of sound — I heard the whole of the air. It was sweet, fresh music — I was
often to hum it over” [7, 1213]. B enizoi, KoJ¥ 0HI 3aKOXaHi repoi 0Ch-0Ch 3i3Ha-
IOTBCS Y CBOIX MOYYTTAX OJHE JO OJHOTO, YyTHHH POKIT IPHINBY, JOHOCUTLCS TIpa
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ckpurnku Ta Qopremiano: “...and below us... we heard the regular rumble of the sea.
We listened to it a little and we heard mixed with it, from within the house, the sound
of a violin accompanied by a piano” [7, 1234].

VY moOynoBi qianoriB nepcoHaxiB J[elMC BUKOPHCTOBYE YMMAJIO CIIOCOOIB
«3aTeMHEHHS» Ta CTBOPEHHS e(eKTy nBoicTocTi [6, 388]. HemomoBky, 06ipBaHi, 3a-
TUTyTaHi PEeIUIiKY, JIAKOHIYHI BIANOBIAI IIEPETBOPIOIOTHCS HA OaraTto3HayHi CHMBOJIH,
SKi HE TIPOSICHIOIOTh CHTYAIlf0, a HAaBIAKW, YCKIAAHIOWTE {i. Takoro, HampuKiam, €
po3moBa onosinaya 3 micic Mapnen: «"Don't speak to any one — don't tell any one!"
she went on./"I don't understand. Tell them what?"/"Why, that you saw him."/"Surely
they saw him for themselves."/"Not one of them, not one of them"» [7, 1218].

«Cep Eamynn Opm» — CBOE€pinHA MICTUKO-TICUXOJIOTTYHA HOBEJIA, PO3TIOBINb
PO TAEMHUII JIFOACHKOT Ty, TIHOWHN miacBimomoro. CeHcarriifHa icTopis Ipo 3y-
CTpi4 13 TPUBUAOM, MEpEKa3aHa BH/ABIEM 31 CJIIB HEHa3BAHOTO OIOBimaya, SIKUif
YHHKA€ TIOSICHEHb 1 HE BAHOCHUTB ITIICYMKOBHX CY/)K€Hb, HABMICHO NPUITYCKAa€ MO XK-
JMBICTH cynepewmBux TiymaueHb. Cep Enmynn OpwM, nprMapa KoJIMIIHBOTO KOXa-
HOTO Micic Map/eH, TPHBOXHTH 1 HE BilITycKae il MpoTATOM OaraTbox poKiB, Hara-
JIIOUH TIPO TIPOBHHY, SIKy BOHA 3/IHCHMIIA, MAMTOBXHYBIIN Horo a0 3arnbeni. Cio-
JKET TOTUYHOT OTOBI/I, 3anpoHOBaHOoT J[)keiiMcoM, OB’ i3aHUi 3 TF0OOBHOIO ICTOPIEI0
JKIHOK JIBOX ITOKOJIHb POJMHM MapeHiB, Matepi i JoHbKH, 1 cep Eamynn, Oymyun
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peanbHOKO JIFOJIMHOIO, SiKa TPAridHo 00ipBaia CBOE KUTTS, Y BUraJaHUM 00pazoMm,
(haHTOMOM, SIKHH ICHYE TUIbKH Y XBOPOOJIMBIH ysIBI repoTHi, Ky Tep3ae MpOBUHA T1e-
pen HUM, Tpa€ BHPIMIATbHY POJb B OCOOUCTICHHUX MOJIAX 000X XKiHOK: “It was a case
of retributive justice. The mother was to pay...for the suffering she had inflicted, and
as the disposition to jilt a lover might have been transmitted to the daughter, the
daughter was to be watched, so that she might be made to suffer should she do an
equal wrongy [7, 1233]. Came 3a unTauem 3aJMIIAETHCS IPABO 3POOUTH HPHUITYIICH-
HS I0JI0 TIPUPOJIM TIPUBHTY, HOTO IMOBIPHOTO UM YSIBHOTO iCHYBaHHS Yy CBiIOMOCTI
Mmicic MapJieH, sika Biq4yBa€e CIOKYTY Ta pO3IUIAYyEThCs 3a (aTaabHy MOMUIKY MH-
HYJIOTO.
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A. Aleksandrova, V. Lebedieva

WAYS OF CONVEYING THE BALTT'S REALIA IN
G. MORTHENSON'S NOVEL “THREE CUPS OF TEA”

Every language is a living organism, inextricably connected with history, cul-
tural and social life of the nation. It is a well-known fact, that contacts with other lan-
guages have played such an important role for the English vocabulary.

The beginning of the 21st century is often called the era of wars on terror, es-
pecially against “Islamic extremism”. Such wars of the United States and other coun-
tries (in Afghanistan, Iraq) also caused a wave of new loan words from the languages
of Muslim countries. These loan words are mainly interlingual units, that add mainly
“exoticism” to the language, while today we can observe, that their transition to the
category of "real" loan words is necessary for the lexical-semantic system of the Eng-
lish language.

The relevance of the topic depends on the analysis of realia, which is one of the
main problems of modern linguistic science, since realia has become one of the most
important sources of replenishment for the language.

The aim of the article is to analyze the trends of realia translation of certain Pa-
kistan ethnic groups.

The main objectives of the research are:

1) to study theoretical material of the study subject;

2) to classify realia by division into thematic groups and ways of translating in-
to English;

3) to identify and analyze methods of ways of conveying of the realia by refer-
ence to the book “Three Cups of Tea”;

4) to draw conclusions about the adequacy of a translation of the realia. >

The object of the research is English translation of the realia in the book “Three
Cups of Tea” by G. Mortenson and D. Relin.

The subject of the research is realia ways of conveying into English.

The scientific novelty of this research is to make a comprehensive study of an
adequate choice of translation equivalents of the foreign realia.

The term “reality” originates from the Latin adjective realia that means “real”
(authentic) , “material” [1, 381].

© Aleksandrova A., Lebedieva V., 2018
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In translational works, the word “realia” as a term appeared in the 1940s. It was
first used by A. Fedorov in his work “O khudozhestvennom perevode” (About liter-
ary translation, 1941). Many scientists gave a definition of realia, but the most com-
plete and understandable definition is by Bulgarian researchers S. Vlakhov and S.
Florin: “Realia are words and phrases of the folk language that reflect the names of
objects, concepts, characteristic of the geographical environment, culture, material
life or socio-historical features of nation, country, tribe ...”[2, 81].

In 1952, S. Sobolev gave the following definition of “realia”: “The term “real-
ia” denotes everyday and specifically national words and collocations that do not
have the equivalent in everyday life, and therefore in other languages” [4, 86], and
the definition of J. Rezker is as follows: “Realia are words that denote objects, pro-
cesses and phenomena that are characteristic of country life, but do not have scien-
tific accuracy, that is characteristic of a term” [3, 116].

According to the work of A. Kundzic, the author emphasized on the difficulty
of translating realia: “I tend to consider, folk songs, as a rule, are not translated with
similar realia of this country” [4, 98].

A lot of expanded and short linguistic and translation studies is devoted to the
problem of studying realia and their translation. Scientists, such as R. Zorivchak,
S. Vlakhov and S. Florin, A. Reformatskiy, V. Uvarov, A. Suprun, V. Repin,
V. Krupnov.

R. Zorivchak, a well-known philologist and translator, the author of the book
“Realia and Translation”, deals with the study of non-translated in English transla-
tions of Ukrainian prose. Needless to say, that practical interest for our study is the
part of the work about trends of translation of realia. There are five ways: transcribing
(transliteration); creating a calque; using a different but related word the source lan-
guage, passing it off as the original word; replacing the word with one that is more
generic or international or local one; making a meaning explicit.

As it has been said before, examples for analyzing the trends of translation for-
eign-language realia were chosen from the book of American authors G. Mortenson
and D. O. Relin “Three Cups of Tea”, which was published in 2007 by Penguin, re-
mains among the first bestsellers in the USA, according to the New York Times. The
book is not translated into Ukrainian.

In conclusion, in the course of the study, about 111 realities were revealed, in-
cluding their different types: everyday life, culture and art, measures and money, po-
litical and social life, physical geography, ethnic characterizations.
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According to the classification by V. Vinogradov, all realia were divided into
various categories.

Analysis of the ways of realia translation shows that the authors most often re-
sorted to transcribing with subsequent explanations of realia - 49: Swahili, the lan-
guage they had used in the plain church building; Wakhi, dance of welcome.

In 38 cases, this method of transcribing was used without further explanation.
The reader can understand it only from the context. For example: bazaar, pushtun, the
Taliban.

In 18 cases, the translation was used: ganps — zhinp — glacier, much without —
much bargain; zakat — charity; much without — much bargain; Inshallah — spring.

Making the meaning explicit, such as fried chicken; stew of sheep, liver and
brain; mud-and-stone houses, sheltered by weddy willow trees.

Transliteration was used to translate onomastics — 14 cases: Hunga Valley,
Kashmir, Shangri — La, Bromlo village, Nawaz Sharif.

Based on our research, we can draw the following conclusions:

1. Transmission of semantic information and preservation of the national and
historical colors of the original text — the main criteria for assessing the translation.

2. Realia are lexical units, which are called objects, phenomena, processes,
specific to culture, social and historical development of these countries. Realia, as a
rule, do not have exact correspondences in another language, therefore require a spe-
cial approach in translation.

3. The basic ways of conveying of realia in the language are:

A) transcribing; transliteration with further explanation;

B) transliteration;

B) translation;

D) omission of realia by making the meaning explicit.

The translation is carried out in the following ways:

A) neologism;

B) replacement of realia;

B) an approximate translation (creating a calque; using a different but related
word the source language, passing it off as the original word; replacing the word with
one that is more generic or international or local one);

D) Contextual translation.
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4. The research of the national and cultural originality of the book reveals real-
ia, that belongs to Pakistan ethnic — the Balti (the Balti language belongs to the Tibet-
ic language family).

5. Selected lexical units were classified and were considered from the stand-
point of their translation by means of the English language. Thus, most of realia
turned out to be common names that reflect the objects of life and culture of the lin-
guistic community.

6. The frequency of realia ways of conveying are located as follows: transcrib-
ing, translation, making the meaning explicit method.
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O. Bliednykh

SOME PECULIARITIES OF A PHRASAL VERB AS A NOTION

Nowadays it is generally recognised that the role of English phrasal verbs has
increased dramatically. Being a phenomenon of the spoken language, phrasal verbs
play an important role in the act of communication, open to the speaker unlimited
possibilities for the expression of almost any notions. The number of such verbs is
constantly increasing and so is the frequency of their usage.

Despite the fact that phrasal verbs are mostly used in colloquial language, they
have become an integral part of academic writing, official reports, fiction and the
mass media. Some of these phrases have replaced more traditional one-word verbs,
which are their synonyms.

© Bliednykh O., 2018
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As a special language phenomenon, phrasal verbs have had extensive experi-
ence in English studies. A large number of special works focuses on the status of the-
se lexical units, their lexico-grammatical structure, peculiarities of polysemy, the na-
ture of the second component and their functioning in the language and speech. Nev-
ertheless even today phrasal verbs continue to attract a great interest of scientists and
researchers. Among them are L.P. Smith, J.Povey, D. Bolinger, A.G. Kennedy,
G. Lamont, R. Courtney, D. Biber and others.

The term ‘phrasal verb’ was first used by L.P. Smith in “Words and Idioms”
(1925) [4, 108]. According to J. Povey, by ‘phrasal verb’ we mean a combination of
an “ordinary” (one-word) verb (eg come, give, put) and an adverbial or prepositional
particle (eg in, off, up), or sometimes both, which constitutes a single semantic and
syntactic unit. Examples are come in (= enter) and give up (= stop doing), where the
particle is adverbial; come across (= find by chance) and look after (= take care of),
where the particle is prepositional; and put up with (= tolerate), where the first is ad-
verbial and the second prepositional [2, 5].

Contemporary scholar G. Lamont emphasizes the differentiation between
phrasal verbs and a similar-looking type of verb: the prepositional verb. Nowadays a
phrasal verb is a verb that takes a complementary particle, in other words, an adverb
resembling a preposition, necessary to complete a sentence, whereas a prep ositional
verb takes a complementary prepositional phrase. ‘A common example is the verb “to
fix up”: “He fixed up the car.” The word “up” here is a particle, not a preposition, be-
cause “up” can move: “He fixed the car up.” Prepositional verbs are immediately dis-
tinguishable from phrasal verbs in terms of movement, as prepositions cannot move
after their objects’ [5].

J. Povey singles out a set of characteristic features due to which it is possible to
identify the phrasal verbs and arrange them into the following groups:

1)  Replaceability by a one-word verb which is often given as an indicator
of semantic unity (eg call up — telephone, put off — postpone, come by — obtain, put
up with — tolerate). But this is clearly not an essential criterion, because there are
many other obvious phrasal verbs for which there is no one-word equivalent. Exam-
ples are break down (= stop functioning), make up (= apply cosmetics), and take off
(of a plane, = leave the ground).

2)  Idiomaticity, as an idiom is often defined as a combination of two or
more words which function as a unit of meaning (eg bring up — educate; give up —
stop doing, using, etc; go off — explode, ring; come by — obtain; go in for — practise
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systematically). However, there is no sharply-defined boundary between idiomatic
and non-idiomatic combinations.

3)  Passivization, or the possibility of passive formation, is accepted by all
writers as characteristic of transitive phrasal verbs. Example:

Peter called up his friend. — > His friend was called up.

Rita looked after the children. — > The children were looked after.

4)  The pronominal form who(m) or what of the questions formed from
phrasal verbs, not an adverbial form such as where or when. Example:

John called up the man. — > Who(m) did John call up?
John called from the office. — > Where did John call from?

5)  The particle, unlike an ordinary adverb, can usually stand before a noun
object (eg Call up the secretary or Call the secretary up). If the object is a pronoun,
the particle must follow (eg Call him up). Unless the pronoun is contrastive (eg Call
up him (not his sister)). Here J. Povey’s point of view coincides with G. Lamont’s
and D. Biber’s ones.

6)  Stress which is used mainly to differentiate between adverbial particles
and prepositions or prepositional particles [2, 8-11].

Although, all the features of phrasal verbs given above can be used to deter-
mine whether a combination is a phrasal verb or not, none of them are absolutely re-
liable. Many scholars agree that it is impossible to draw a clear line between phrasal
verbs on the one hand and verbs with "pure" adverbs and prepositions on the other.

There are many scientists that offer their own definitions by which they distin-
guish phrasal verbs, therefore, there are many classifications that draw upon one or
another criterion — it can be the degree of semantic unity of the components, separa-
bility or inseparability of a phrasal verb, the presence or absence of the object, etc.
According to D. Biber, phrasal verbs are divided into two major subcategories: in-
transitive and transitive. Intransitive phrasal verbs have no direct object:

Come on, tell me about Nick.

Hold on! What are you doing there? [6, 127-128]

Some researchers, in particular N. Boldyrev, subdivide transitive phrasal verbs
into separable and inseparable [3, 176]. In separable phrasal verbs the object can
stand either after the verb, or between its parts:

Please turn off the TV. \ Please turn the TV off.

Some of these verbs are necessarily separable, as the object can only stand be-
tween the verb and a preposition:
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An apple a day keeps the doctor away.

Inseparable phrasal verbs can not be divided into two parts by other words:

His bus ran into the pole. \ To look for a needle in a haystack [3, 176].

R. Courtney subdivides phrasal verbs into:

1. Idiomatic expressions (a verb + an adverb / preposition) like give up.

2. The verbs that are used only with a preposition or an adverb: rely on, agree
to, depend on.

3. Combinations of verb + adverb, which have the same meaning as the corre-
sponding simple verb, for example, "hurry up" (= "hurry"), "eat up" (= "eat"). In such
connections the adverb onle stresses the meaning or adds a shade of completeness or
duration to the action expressed by the verb.

4. Phrasal verbs that always take "it" as an object: “jump to it” (= “act as quick-
ly and energetically”), “slug it out” (="fight till complete victory”).

5. Reflexive phrasal verbs after which the object “myself”’, “yourself”, “him-
self” is used. For example: "pride yourself on", "fly it yourself", "avail yourself of"
[1, 5].

Phrasal verbs are a purely English phenomenon that remains one of the most
complicated philological problems. They help to express thoughts more clearly, con-
vey different aspects of meaning and are crucial for free communication and proper
understanding of English texts. High frequency of use, penetration into different
functional styles and significance for the act of communication explain the relevance
of the study of phrasal verbs in modern English.
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LEXIKALISCHE VERBALISIERUNG VON VERANDERUNGEN IN

DEN VERBRAUCHERPRAFERENZEN DER DEUTSCHEN

Die deutsche Sprache unterzieht sich heutzutage so vielen Sprachverdanderun-
gen, wie keine andere Sprache. Das liegt unter anderem daran, dass in die deutsche
Sprache Anglizismen und Amerikanismen einschleichen und im Alltagslexikon aktiv
gebraucht werden. Man kdnnte auch sagen, dass die deutsche Sprache ,koloniali-
siert” wird durch die englische Sprache. Dennoch muss man von der Sprachgeschich-
te aus sagen, dass die deutsche Sprache nie eine reine Sprache gewesen war, denn je-
de Sprache, die im Kontakt mit andern Sprachen steht, nimmt Fremdes auf und gibt
Eigenes an das Fremde ab: das Lateinische, Griechische, dann spéter das Italienische
und Franzosische, dass fast ein ganzes Jahrhundert lang stark prasent war im Deut-
schen, wovon vieles {ibrig geblieben ist und heute ein unentbehrlicher Teil der deut-
schen Sprache ist [4]. Natiirlich wichst der Wortschatz und das hat der Linguist
Wolfgang Klein fiir seinen Bericht ,,Lage der deutschen Sprache* untersucht und kam
auf das Ergebnis, dass der Wortschatz in den letzten 100 Jahren um ein Drittel gestie-
gen ist. Dennoch fiel die Befragung von Wissenschaftlern sehr traurig aus, weil es in
den letzten 2 oder sogar 3 Jahrzehnten kaum deutschsprachige Texte gab. Eisenberg
hat zwei Zeitscheiben verglichen. Die eine Scheibe umfasst die Jahre von 1904-1914,
die andere die Jahre von 1995-2004. Eisenberg erldutert seine Vorgehen so: ,,Erfasst
wird einerseits die Zeit zu Beginn des 20. Jahrhunderts, in der das Englische seinen
Einfluss auf Kosten des Franzosischen ausbaut, und andererseits die Zeit am Uber-
gang zum 21. Jahrhundert mit dem Englischen als dominanter Gebersprache fur das
Deutsche wie fiir viele andere Sprachen® [2].

In der ersten untersuchten Zeitscheibe von 1905-1914 sind unter 371.574 ge-
zihlten Wortern 1299, die aus dem Englischen stammen. IThr Anteil liegt bei 0,35
Prozent. Um die Jahrtausendwende hat sich der Anteil deutlich erhdht: Unter den
381.191 worterbuchfdhigen Wortern (auch Lemmata genannt) finden sich 13.301
Anglizismen, das sind 3,5 Prozent. Die Zahl entspricht auch dem, was fiir den Recht-
schreibduden 1986 als Anteil genannt wurde. Dagegen hélt Eisenberg die Schétzung
auf Grundlage des Duden Fremdwdrterbuchs fiir ,,viel zu niedrig™.

Die zehn héufigsten englischstimmigen Worter in der ersten Zeitscheibe sind
in dieser Reihenfolge: Lord, Streik, Park, Klub/Club, Sir, Baby, Scheck, Miss, Gent-
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leman und Dollar bei den Hauptwortern. Bei den Verben sind es: beordern, boykot-
tieren, pokern, streiken, tippen, interviewen, hinbeordern, starten, trainieren und bo-
xen. Bei den Eigenschaftswortern liegen unfair, streikend, beordert, gentlemanlike,
fair, fashionable, clever, touristisch und trainiert vorne. Diese Hierarchie ist in unse-
rer Gegenwart grindlich durcheinandergekommen, denn die zehn haufigsten Sub-
stantive unter den Anglizismen sind 1995-2004: Dollar, Team, Londoner, Partner,
Trainer, Internet, Konzern, Manager, Job und Computer. Bei den Verben liegen star-
ten, stoppen, testen, trainieren, parken, schockieren, surfen, flirten, interviewen und
klicken an der Spitze. Bei den Adjektiven sind es fair, live, fit, cool, touristisch, cle-
ver, sexy, crazy, happy und geklont [2].

Trotz allem besteht kein Grund fiir den Untergang der deutschen Sprache,
denn Wolfgang Klein kam in seinem Bericht , Reichtum und Armut der deutschen
Sprache® zu so einer Bilanz: ,,Die heutige deutsche Sprache verfiigt {iber einen iiber-
aus reichen Wortschatz, der weit jenseits dessen liegt, was je in einem Worterbuch
beschrieben worden ist™ [1]. Aktuell hat die deutsche Sprache 5,3 Millionen Worter,
von denen gerade Mal 5000 Anglizismen sind. Der Zuwachs der Fremdworter wird
zu sehr tiberschitzt, denn der Zuwachs besteht nur zum geringen Teil aus eigenstén-
digen neuen einfachen Wortern wie rédeln oder mosern und die meisten neuen Wor-
ter sind Ableitungen, wie Zocker von zocken oder Zusammensetzungen, wie Endlo-
sung. Die Ubernahmen aus anderen Sprachen, so sehr sie ins Auge fallen mogen,
werden iberschitzt. Der weitaus grofite Teil des Zuwachses entfallt auf Wortbildun-
gen aus bestehenden Wortern — also auf Ableitungen und Komposita. Beides findet
sich auch in anderen Sprachen, aber selten in dem Ausmal, in dem man es im Deut-
schen vor allem bei den Komposita beobachten kann. Das wirft die schwierige Frage
auf, ob man denn Ableitungen wie Zocker oder geldmdfiig und Komposita wie
Nacktbackverbot oder Vorsorgeuntersuchung wirklich als ,neue Worter ansehen
soll, die den Ausdrucksreichtum der deutschen Lexik dndern. SchlieSlich beruhen sie
ja auf bekannten Bestandteilen und sind zumindest der Form nach geméal festen Re-
geln gebildet. Da der Ausdrucksreichtum einer Sprache letztlich auf ihrem Wort-
schatz fuflt, muss man schlieen, dass sich das Deutsche in dieser Zeit zu einem im-
mer machtigeren Instrument entwickelt hat. Wenn es uns bisweilen so scheint, als
wiirde unsere Sprache verarmen, dann liegt das nicht an der deutschen Sprache, son-
dern an denen, die von ihr Gebrauch machen. Es reicht nicht, einen Bdsendorfer in
der Stube stehen zu haben; man muss ihn auch spielen konnen [3, 26-36].
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Leider sieht es von der sprachlichen Seite fiir die Wissenschaft nicht so gut aus,
weil es kaum deutschsprachige Spitzenforschung gibt, denn sie beruht auf englisch-
sprachigen Arbeiten, die von den Verfassern so geschrieben oder iibersetzt wurden.
In den Naturwissenschaften publiziert man schon alles seit den letzten 30 Jahren nur
noch auf Englisch, weil es sonst keinen anderen Weg gébe wahrgenommen zu wer-
den. Klein hélt diese Entwicklung flir deprimierend, weil sie zu einem einen massi-
ven Nachteil der Forschung darstellt, zum zweiten koppele sie die Spitzenforschung
von den Schulen ab und zum dritten verfilsche sie inzwischen auch die Geschichte
der Wissenschaften, weil entsprechende éltere Publikationen auch nicht mehr rezi-
piert werden: ,,.Da ist es auch kein Trost, dass das nicht nur fiir das Deutsche, sondern
auch das Franzdsische oder Italienische gilt [1].

Bei der Untersuchung der Sprachentwicklung hat sich herausgestellt, dass die
Neuworter der deutschen Sprache in Wirklichkeit aus deutschen Wortern bestehen,
die aber aus verschiedenen zusammengesetzten Komponenten bestehen. AuBlerdem
kann Anhand der Zahlen von einem Aussterben der Sprache iiberhaupt keine Rede
sein, weil es doch nicht so viele Anglizismen in der deutschen Sprache gibt und die
deutsche Sprache an sich so einen reichhaltigen Wortschatz hat, dass es kaum vorzu-
stellen wire, dass diese Sprache irgendwann nicht mehr existieren wiirde. Was man
aber trotzdem bedenken muss, ist, dass die deutsche Sprache, so wie auch andere
Sprachen keine reine Sprache ist, weil viele Sprachen ihren Ursprung aus der Lateini-
schen oder Griechischen Sprache nehmen. Es wire fiir solche Bereiche, wie Wissen-
schaft empfehlenswert auch andere Sprachen zu gebrauchen, auler Englisch, denn
auch, wenn sie die nationale Sprache ist, sollte man nicht vergessen seine Landes-
sprache mit zu integrieren.
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K.A. bynasa

STYLISTIC ATTRIBUTES OF ARTISTIC SPACE IN RAY BRADBURY’S
STORIES «THE FOG HORN» AND «<HOPSCOTCH»

The task of this study is to find stylistic attributes of artistic space in Ray Brad-
bury’s stories «The Fog Horn» and «Hopscotch» and to reveal rhetorical figures in
these works.

Reflecting reality, art can’t help reflecting the time-space forms of its exist-
ence. Space and time in art are universal definitions of an artistic image.

The specificity of artistic space is an artistically reflected space and has an aes-
thetic content. Describing the real space, the author at the same time shapes a certain
artistic space in which events take place. This space can be large and cover several
countries or go beyond the boundaries of the planet, or even narrow down to one-
room space.

As for fiction literature it is artistic means (hyperbole, metaphors, epithets, sim-
ile and allegory) that help reflect its reality, but still it is inseparable from realistic art,
as when reading fiction literature we compare the plot of the story with reality.

"The Fog Horn" is one of the saddest novels in Ray Bradbury’s creative work.
It tells about the fate of a lonely dinosaur, which has already buried itself for thou-
sands of years in the ocean bed, so as not to hurt itself and not to hope for the best.

To show the anguish magnitude of this ancient creature, R. Bradbury used a
variety of stylistic devices. But most of them are metaphors and hyperboles. With
their help the author shows the depth of this animal’s tragedy, which wants to destroy
the last ray of hope in order it would not bring it suffering any more.

Here are some examples of hyperbole: «sadness of eternity», «a cry came
across a million years of water and mist», «waiting a million years», «all alone in a
world».

As for metaphors, there is a great number of both simple and detailed ones in
this story. Simple metaphors: «the sound of isolation, a viewless sea, a cold night,
apartness».
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Detailed metaphors in "The Fog Horn" help us feel the whole fear of loneliness
and suffering of the creature:

— «Then its eyes caught fire. It reared up, threshed the water, and rushed at
the tower, its eyes filled with angry torment» [2].

— «First a great vacuumed sucking of air, and then the lament, the bewil-
derment, the loneliness of the great monster, folded over upon us, above us, so that
the sickening reek of its body filled the air, a stone's thickness away from our cellar»
[2].

But the main compositional metaphor of the story (which is realized at the text
level) is an image of "lighthouse" and the "Fog Horn" itself and its "Voice".

— «And here’s the lighthouse calling to you» [2].

— «And if they did not see our light, then there was always our Voice, the
great deep cry of our Fog Horn shuddering through the rags of mist to startle the
gulls away like decks of scattered cards and make the waves turn high and foam» [2].

Also in "The Fog Horn" we come across epithets («lonely ships», «a cold sun-
less shore», «the ensuing minute of silence was so intense»), synecdoches («And the
Deeps do answer, yes, they do», where a word "Deeps" means not only deep waters,
but also all their inhabitants, their secrets, life, history. And since the word is written
with a capital letter, it only increases the sense of greatness of these waters, metony-
mies («And ships far at sea, not finding the light, not secing anything, but passing
and hearing late that night must've thought: There it is, the lonely sound, the Lone-
some Bay horn. All's well»). They are used to deepen the feelings of anguish, dead-
line, loneliness and desperation.

"Hopscotch" is a story about the main character’s growing up. It is filled with
vivid metaphors, hyperboles, similes, epithets, synecdoches and metonymies. With
the help of these stylistic devices, the author manages to depict all the colors of a
summer day.

The most common stylistic device in this work is metaphor, or rather a genu-
ine metaphor. The whole novel is filled up with them, and they are so long that
sometimes it is even difficult to extract them from the sentence, since the whole sen-
tence can be considered as a metaphor:

— «She saw the green hills beyond the town and the roads leading out into
summer, leading out into August and rivers and places beyond this town and
this house and this room and this particular moment» [1].
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— «The grapes tasted of fresh, clear water and something that they had
saved from the morning dews and the evening rains» [1].

— «... the world will come to you» [1].

— «It smelled of soda water and limes and oranges and the cleanest, fres h-
est river in the world, made of snow-water, falling from the high, parched sky»
[1].

But the main compositional metaphor is hopscotch. It is the main idea and the
core of the story. The symbol of growing up and the symbol of that which can force
us to jump from the square "16" to the square "17": « ... where the crazed hop-
scotch chalked itself way off into the future» [1].

There is another interesting kind of metaphor in "Hopscotch", which is half a
simile:

— The air moved the white curtains like a summer breath.

— The sun was a new lemon.

— The day had grown warm, as an iced glass of tea grows warm.

Along with metaphors, the second most frequently used rhetorical figure is
simile. It helps readers to feel all the shades and tastes of the summer in the story:
«The forest lay ahead with shadows stirring like a million birds under each tree...»,
«The rain came as a cool surprise», «above and inside the hollow warm darkness of
the tree was a constant humming, like someone in a kitchen, far away, baking and
crusting pies contentedly, dipping in sweet sugars and snowing in baking po w-
ders, someone in a warm, dim, summer-rainy kitchen making a vast supply of
food, happy at it, humming between lips over it»,

Also in «Hopscotch» we come across epithets ( «presumptuous ladder of
chalk-scratches», «immense sweep of her eyelids», «particular momenty», «most
pleasant and agreeable look», «sweet kiss», «golden sound»), synecdoches ( «The
town was silent»), metonymies («little yellow flickers (about bees)», «Her eyes trav-
eled and jumped»), hyperboles ( «jump forever», «endless moonlit field», «immense
and endlessly augmented», «jeweled lawn», «I have never been up this early and out
this early for years»)

Since the stories "The Fog Hom" and "Hopscotch" are absolutely different in
their ideas and meanings, we can observe various techniques in art space depicture.

In "The Fog Horn" R. Bradbury’s aim is to show us the magnitude of suffering
from loneliness. Therefore, he uses a large number of metaphors, hyperboles, com-
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parisons and epithets. Due to these stylistic means one can get both a deep sense of
grief and loneliness and at the same time the power of depths and its inhabitants.

In "Hopscotch" the writer wanted readers to feel all summer colours and tastes,
and dive into the atmosphere of happiness, growing up and ease as well. Therefore,
the whole story is filled with metaphors, epithets, similes and hyperboles. It helps us
to feel the space and atmosphere of a summer day.
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EFFECTIVE TEACHING STRATEGIES FORIMPROVING READING
COMPREHENSION

In the modern society reading is a fundamental skill which all modern educa-
tion depends on. Reading promotes language and memory development, stimulates
imagination, broadens outlook and improves language understanding. It is an effec-
tive means of teaching different speech habits and skills. According to M.West, the
English methodologist, reading is one of the skills, which have practical value on any
level of language acquisition, and the sense of success conneced with it motivates
students [1, 46].

A text chosen to be used in the classroom should correspond to learners’ inter-
ests and its relevance to their needs [5, 170], as well as interest the students and rep-
resent the type of material that the learners will use outside the classroom [5, 171]. It
should also have an appropriate combination of structural and lexical difficulty,
which makes it understandable for readers [5, 174]. Texts which are used in reading
classes may contain up to 5-6% of unknown words the meaning of which can be
guessed from the context and 3% of unfamiliar words which do not prevent from
comprehending the text as a whole [2, 37].

7 © BystrovaA.P., 2018
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Teaching reading strategies is an essential part of educational process in senior
secondary schools. Good readers are strategic readers who think about what they
read, develop specific reading strategies and skills, and learn to apply these strategies
and skills as a way to get meaning from a variety of text types. That implies using a
variety of reading strategies consciously. It means being selective, focusing attention
on the parts of the text that are most appropriate to their goals, and understanding
how the words in the text work together to create meaning. That is why teaching
reading strategies is one of the constituents of the success in teaching reading. They
are used to teach students how to make sense of text, as well as to facilitate compre-
hension.

Reading is a process during which readers are constantly constructing meaning
using a variety of strategies, such as:

° activating background knowledge;

° making predictions;
° asking questions;
° summarizing.

Strategies are used in combination to solve problems and to check understand-
ing. Consequently, teaching comprehension strategies should focus on thinking, prob-
lem solving and monitoring understanding. Much more is required than knowing a
strategy; becoming strategic calls for coordinating individual strategies. According to
S. Silberstein, a great amount of brainwork done by a reader develops contextual
guess, anticipation, independence in coping with language and comprehension barri-
ers and the interest in language acquisition [6, 205].

Activating prior (background) knowledge is one of the most important reading
strategies. Background knowledge is often acquired through reading, movies, discus-
sion, or any number of other indirect means. Prior knowledge is all the knowledge
that readers have acquired, experienced, and stored in memory. When readers acti-
vate their prior knowledge they relate what they are reading to their prior life and
reading experiences [4, 5].

When reading fiction, readers may activate prior knowledge by browsing the
text to use one or more of the following browsing activities to activate background
knowledge. Think about what you know about the author, identify the type of selec-
tion, e.g., fiction vs non-fiction, identify the genre, e.g., fantasy vs. realistic fiction,
notice interesting words, text, or illustrations, obtain a general idea of what a selec-
tion is about, and get a general idea of setting and characters in a fictional story.
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When reading informational text, readers may move to skimming the text for
specific information and organization. Skimming is the rapid reading of text to get a
sense of text structure, organization and gist focusing on chapter previews, headings,
bolded type, titles etc. Notice anything interesting including text features, identify the
structure of the text. Set a general idea of what a selection is about, notice problem
words, text or confusing illustrations or particularly surprising information. Obtain a
general idea of what an expository selection is about by reading title, headings, sub-
headings, and first sentences of paragraphs, raise wonderings and questions.

For example, students might ask: How does this connect to what I already
know? How is this going to help me learn more about the topic? Why am I reading
this? How is this relevant to what I am studying?

Authentic materials can become a suitable tool for teaching activating prior
knowledge as they stimulate learners’ making exciting associations with their person-
al experience, affecting their feelings and emotions and helping to develop their artis-
tic taste [3, 100].

Predicting, confirming predictions and making predictions motivates and en-
gages readers, provides direction for reading and leads to deeper thinking about text
[4, 8]. Predictions are not wild guesses. They involve making inferences, using in-
formation in the text and prior knowledge to anticipate what will happen next.

As readers continue through the selection, predictions can be confirmed or not
confirmed. Students should reflect on their predictions on all three stages of working
with a text (pre-reading, while-reading and post-reading). It is helpful to record pre-
dictions to be sure they are revisited. This provides an opportunity for students to
self-regulate strategy use and when shared with other students, provide a model for
others. Confirming also requires students to reread and to check author clues which
supports close reading [4, §].

Students need to learn to do the following to make thoughtful predictions:

¢ identify clues in the text and one’s background knowledge to support a pre-
diction;

* decide when to make a prediction based on a turning point or other point in a
story;

* confirm or verify predictions during and after reading;

» make and evaluate alternative predictions;

* review predictions and thinking about why they were or were not confirmed.
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Asking questions is another strategy that helps students self-check how their
reading is going and if they comprehend the text well. Questions should focus on the
characters and their motivation, reactions, and relationship to other characters, they
should be related to the setting and its impact on the characters and situation, im-
portant events and their outcome [4, 9]. Modeling different types of questions helps
students build understanding of why to ask questions, when to ask questions, and
what types of questions to ask. For example:

* questions that can be answered by finding explicit information in the text,
questions that begin with who, where or what;

* questions about important points in the story that begin with how or why;

* questions that can only be answered by making inferences from the text;

* questions about genre, style, and author’s purpose;

* open-ended questions that lead to discussion and clarification of ideas;

* questions that monitor and check understanding (comprehension questions).

Summarizing focuses on the main ideas rather than details, omitting irrelevant
information and generalizing ideas various several examples. Summarizing, students
must pay more attention to the text while they read or reread it. This results in in-
creased engagement. Summarizing helps students understand the structure of the text.
Creating a summary for a text is often very challenging for students, since there is a
tendency to include details, not just the main ideas [4, 12]. The following can help
students develop summarizing skills:

» retelling anything remembered;

» retelling (paraphrasing) in one’s own words;

» retelling ideas in sequence;

* summarizing the main idea and details;

* summing up the most important information concisely by creating a gist
statement.

To conclude, the ultimate objective of teaching reading strategies should be
student ownership of the strategies and skills, knowing when comprehension breaks
down and how to address the problem. Teaching students to use comprehension strat-
egies and skills can set them securely on the path to becoming lifelong readers who
approach reading with enthusiasm and who view it as a pleasure. They take what they
know, apply it to the unknown, and become creative thinkers who are able to acquire
the knowledge they need to solve any problem with which they are faced.
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K. M. Dvoeglazova

LINGUOSTYLYSTIC FEATURES OF THE NOVEL “PAPER TOWNS”
BY JOHN GREEN

A striking example of the modern English-language prose is a novel "Paper
towns" by John Green. It should be noted that not all types of stylistic expressive
means of syntax are used by the author in the text of the novel. “Paper Towns” is a
young adult novel by an American writer J. Green.

Often, J. Green resorted to shortening the original sentence model, while the
second most commonly used frequency is the extension of the sentence model. The
change in the order of words and the transposition of the sentence is represented by
individual samples.

Probably the same.

Sooner die [3].

The most common means of expressive syntax are elliptic sentences. They are
used in the spoken language. In conditions of the live oral communication of the spo-
ken word, it is usually not difficult to comply with the logical clarity of the structure
of sentences. Missing members of the sentence are filled with the language situation;
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additional, extra-language means of transferring the necessary meaning are facial ex-
pressions and gestures of the speaker.

No problem.

Have read it [3].

Defaulting is the logical or structural incompleteness of the sentence, as a re-
sult of which the expression of a thought is limited to a hint. The speaker begins a
new sentence, not having finished the previous one, or simply terminates his state-
ment.

She was like, “Yeah, but...”

You look a little... [3]

Nominative sentences in their communicative function constitute a simple
statement of the presence of the object or phenomenon named in the sentence. The
author often uses nominative sentences in cases where it is not necessary to give a
full description of the situation. For example:

A side effect of dying.

Mahogany hair, straight and short [3].

An asyndetic relation can act as a syntactic function. Such cases of connective
passages are filled in the minds of the listener or the reader through awareness of the
situation. Skipping a logical link between two messages creates an impression of
conciseness and compactness of thoughts, gives an expression of energetic character.
Cases of connective passes are used by the author during the revealing of the main
character’s key monologue.

The language parsing of the syntactic structure is carried out by intonation. In
the written text, its graphic indicator is a dot. In fact, the phenomenon of distribution
is to allocate the extract of the sentence into a separate independent part, which, how-
ever, does not break the semantic and structural connection of the sentence.

The tiny bubbles melted in my mouth. Sweet. Crisp. Delicious.

He never. Talks. About. Anything. Else [1].

The author's special applying of expressive syntax is the application of unpopu-
lar sentences. Usually such sentences are neutral and do not carry an empathetic load,
but in the aggregate of all expressive means based on the shortening of the original
sentence model, unpopular sentences acquire a special meaning and logically fit into
the novel.

He shrugged.

© [soernasosa K. M. ,2018 p.
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He nodded.

The air thickened.

I smiled [3].

Such a desire to minimize linguistic resources as features of the author's style is
explained by the writer's pragmatic intentions [4]. Well-written dialogues show the
peculiarities of communication between teenagers. Here we will not find long wide-
spread complicated sentences, difficult reflections. The language is concise, simple,
sometimes impresses by the adult wisdom that borders on cynicism. There is no need
to decorate the language with superfluous means of expression. The reader focuses on
simple life events, contemplates the importance of simple things that can go unno-
ticed in everyday life and which, in fact, are the sense of life.

The general stylistic feature of such sentences is their emphatic character. The
extension of the original sentence model is carried out by the author using various
means. The most frequently encountered in the text are repetitions, polysyndeton,
parallel constructions.

Repetition is a fairly common form of expression used in all kinds of emotional
language — both in poetry and rhetoric, and in everyday oral communication, where
direct expressing of thoughts is usually accompanied by an expression of the subjec-
tive and appraisal attitude of the speaker to the subject of speech:

There will come a time when all of us are dead. There will come a time when
there are no human beings remaining. There will come a time when no one left to re-
member Aristotle [1].

Repetition of the same word or sentence not only attracts the listener’s or the
reader’s attention to the repeated elements of the message, as the most important
ones, but adds new shades to its contents:

Totally disappointing. Totally.

I liked him. I really, really, really liked him [3].

Parallel constructions are a syntactic stylistic device based on the identity or
similarity of the syntactic structure of two or more sentences or parts of sentences.

Parallelism usually includes a lexical repetition and exerts a strong influence
on the reader, while emphasizing logic, rhythm, emotionality and expressiveness of
the statement:

He was probably thinking about kissing me, and I was definitely thinking about
kissing him [3].
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Inversion is not a typical means of expressive syntax in the novel. Obviously,
this is due to the fact that the stylistic change in the order of words is inherent in a
greater extent to the written language, and the author's purpose is to create a relaxed
atmosphere of everyday life:

She can’t handle it. Neither can you [3].

Another example of changing the traditional order of words is the separation of
members of the sentence. These are secondary members highlighted in the sentence
to enhance their content and meaning. Detachment is one of the types of complica-
tion of the sentence:

Now he is here, a full-grown adult, divorced, addicted to video games, mostly
friendless [3].

An important stylistic device is the use of syntactic structures with non-specific
ones, rethought values. This phenomenon is at the basis of such a stylistic reception
as a rhetorical question. The use of this means brings to the speaker a moment of the
appeal to the listener. The speaker has no doubt that his question can have only one
answer, which he understood without any additional exp lanations and doubts. Rhetor-
ical question can increase the general emotional tone of the statement in order to en-
hance its pragmatic effect.

Traditionally, rhetorical question is a sign of high style. However, in the text of
“Paper Towns”, the author often uses the transposition of the meaning of the sentence
model in the spoken language as a means of saving language resources, to create the
effect of the reader's presence when communicating the heroes by involuntary in-
volvement of the corresponding intonation.

You are Americans?

You said you fear oblivion?

So you could just live forever? [2].

Stylistically marked syntactical units in the text of the investigated English-
language novel aim to create expressiveness, to act as a means of representing the
emotional state of characters, to create a logical and emotional enhancement, to in-
crease the dynamism of the narrative, while not complicating the perception of in-
formation. That allows the writer to establish emotional contact with the reader, in-
crease expressiveness sounding the text. Attracting the attention of the reader, in-
creasing the logical and emotional influence on it, providing the text of dynamism,
authenticity, the emphasis of certain moments in the narrative — all this is achieved
with the help of emphatic units of expressive syntax.
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N.V. Filatova, S.I. Halazdra

LES PARTICULARITES D’UTILISATION ET DE FONCTIONNEMENT
DE DIFFERENTS TYPES D’ABREVIATIONS EN FRANCAIS

La linguistique moderne examine les divers processus d'enrichissement du
vocabulaire dans le systéme de la langue, parce que le vocabulaire de n'importe
quelle langue change continuellement, reconstitué¢ avec de nouveaux mots.

La doctrine de la formation des mots aujourd'hui est une section indépendante
de la linguistique. Selon des chercheurs comme Z.M. Levit, O.V. Raevskaya,
E.A. Khalifman, etc., la principale fagon de création de mots nouveaux est la
formation de mots (la dérivation) [1, 128].

Selon le dictionnaire "le Grand Dictionnaire encyclopédique Larousse", le
terme "dérivation" est défini comme: « un des principaux procédés de création
lexicale. Les procédés de dérivation sont trés divers selon les langues : addition d'un
affixe (suffixe, préfixe, infixe) a une base, variation interne de la base...» [3].

Traditionnellement, les linguistes distinguent les trois types de formation de
mots en langue frangaise: phonétique, sémantique et morphologique. Mais en outre,
les romanistes considérent de tels types de formation de mots comme la suffixation,
la préfixation, la lexicalisation, la conversion, la composition et I'abréviation.

L'abréviation comme du moyen d'enrichissement du vocabulaire de la langue
frangaise est un phénomene complexe et multiforme. Bien que ce concept répande
récemment, il vient d’origine du passé profond.

Le dictionnaire frangais "Le Grand Larousse de la langue frangaise" en 1971
est défini le terme «l'abréviation» comme: «suppression d'une partie d'un mot, d'une
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expression: autobus donne bus; groupe de letters auquel sont reduits un mot compose,
une expression abrégée» [3].

L'abréviation a les trois types principaux de réduction de mot: le troncation, la
télescopage et la siglaison.

La troncation — une réduction orale (suppression des syllabes/phonémes au
début ou a la fin du mot) qui se répercute a 1'écrit. Les troncations apparaissent
comme des variantes de la prononciation des mots dans le langage familier, mais
elles fonctionnent et dans la langue parlée et dans I'écriture (presse, publicité, fiction):
auto, bac, prof, sympa, frigo. Il'y a deux types de troncations: 'apocope (la troncation
droite): fac = faculté, amphi = amphithédtre, ciné = cinéma, bac = baccalauréat et
laphérése (la troncation gauche): bleme = probleme, cart = rencart, dwich =
sandwich.

La siglaison - est le processus de formation de mots abrégés en combinant les
premieres lettres de termes ou unités phraséologiques formant des abréviations. Par
exemple, le DELTA (Département et laboratoire d’économie Théorique et Appliqué),
RTF (Radiodiffusion — télévision francaise).

Le télescopage est le processus de dérivation en compilant des syllabes de
phrases: motel — motor + hotel, aquatel — aquatique + hotel (formation anglo-
américaine), eurovision — européen + television 2, 85-110].

La fonction principale de l'abréviation est de raccourcir les mots pour gagner
du temps d'écriture et de prononciation. Il condense l'information a des buts de
communication, en augmentant la valeur de certains éléments linguistiques formels.
C'est-a-dire, l'abréviation assure la transmission de la quantité maximale
d'informations dans un temps court, en réduisant les unités lexicales pronocées.

Avec laccélération de la vie moderne et l'augmentation de la cadence de
développement du frangais moderne, I’abrégement de nombreux notions est devenu
nécessaire. C’est pourquoi, le probléme de l'abréviation et de son fonctionnement en
frangais est un sujet d'actualité, en raison du dynamisme de son développement et des
domaines d'utilisation peu étudiés de ce concept.

Au cours de la derniére décennie, les abréviations se sont répandues dans
presque tous les domaines. Les abréviations sont utilisées en médecine pour marquer
des notions et des termes volumineux (SYDA, DNID, VAT), en politique, pour
qualifier de partis et de figures politiques (NPA, LREM, JFK), dans le discours
technique (LED, HD, Mac), dans la sphere sociale (ado, photo, hebdo), etc.
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La nécessité de réduire les mots a également augmenté avec l'expansion
d'Internet et des réseaux sociaux. La recherche a montré que cette tendance s’est
d'abord répandue dans la langue parlée, et seulement ensuite se propager a d'autres
domaines de notre vie. Ainsi, a partir de la langue parlée, les abréviations, tout
d'abord, ont passé dans la langue des médias. Aujourd'hui, on peut voir des
abréviations presque dans tous les magazines ou journaux (par ex. les mots : les fans,
les decors, la photo etc).

L’influence particuliere sur la langue frangaise acquise le "langage SMS"
("texto"). Le nombre limit¢ de symboles de la communication nécessite de la
réduction forcée du texte par la réduction des mots, la formation de nouvelles unités
lexicales, dont certaines utilisent dans la communication quotidienne de la jeunesse
francaise. Par exemple, /posibl = impossible, 5pa = sympa, 6cné = ciné, cinéma,
6garett = cigarette, Auj = aujourd’hui, blsur = bien sir, CCa = c’est ¢a, QQ1 =
quelqu’un, STP = s’il te plait.

Plus tard, les employés de la sphere de I'éducation ont commencé a utiliser des
abréviations pour nommer du concept particulier, des examens, du rééquipement du
processus éducatif, etc: LEP - lycée d'enseignement professionnel, CAP - certificat
d'aptitude professionnelle, BEP — brevet d'études professionnelles, I'ENA — Ecole
nationale d’administration, I'IEP (Institut d étude politiques), I'ENS (Ecole normale
supérieure), amphis— amphithédtres, la B.U. — la bibliothéque universitaire, la Cité-
U — la cité univercitaire.

La publicit¢ est devenue partic intégrante de I'usage quotidien avec le
développement des relations marchandise-argent dans la vie moderne. L'instument
principal de tout type de publicité est des slogans, des énonciationes ou des noms
explicites qui sont facilement mémorisés par les consommateurs et les encouragent a
choisir un bon produit ou service de l'annonceur. En ce qui concerne la publicité
francaise sont utilisés trés peu d' énonciationes et de déclarations écrits. Surtout, s'il
s'agit dune publicit¢ a la télévision, les Francais se concentrent sur [intrigue et
l'audio.

Apreés avoir analysé plusieurs types de publicités frangaises dans des magazines
tels que «Elle», «Le Figaro», «Express», «L'Hebdoy», «Voici», «Le francais dans le
monde », et la publicité¢ télévisée francaise, on peut remarquer que les abréviations,
comme un moyen de réduire les mots et les phrases, ne sont pas répandues. Par
exemple:

° Twix — «La pause Twix, c’est sacrén;
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° Oréal (I’) — «Parce que vous le valez bieny;

° Zalando — «Hurlez de plaisiry;

° Actimel — «Actimel renforce vos défenses naturellesy.

Selon les exemples analysés, les textes publicitaires frangais sont toujours tres
concis et faciles a retenir, le caractére persuasif est plus informatif, chaque slogan ou
vidéo publicitaire vise a capter l'attention du consommateur et a linciter a
l'acquisition du produit.

Il faut noter que les abréviations sont couramment utilisées pour indiquer des
termes publicitaires, des concepts, des noms d'agences de publicité, etc (4ACC,
GGMD, WCRS, PMS, DDB, BBDO, RSCG, PLV, MPV).

Ainsi, en ayant examiné des exemples d'utilisation des abréviations dans les
principales sphéres de la vie moderne, on peut conclure que les abréviations
francaises sont trés utilisées. Ils sont devenus trés répandus dans les sphéres politique,
scientifique et technique et dans le systéme éducatif. Quant a la vie quotidienne, les
abréviations ont commencé a plus utilisé avec le développement de I'Internet et
I’expansion de la communication dans les réseaux sociaux, permettant de gagner du
temps pour ['écriture et de la prononciation dans la langue parlée. L'étape moderne du
développement dans la langue des périodiques frangais est caractérisée par
l'utilisation généralisée du vocabulaire sociopolitique, terminologique, familier,
phraséologique. L'abréviation, dans le journalisme moderne, est devenue
particulierement populaire, elle permet donner le mot plus court que le mot ou
I'expression d'origine. Les abréviations font partie intégrante dans la langue moderne
des médias et, en particulier, du langage de la presse.
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V.E. Fishelev, S.O. Loba

LEXICAL-SEMANTIC FEATURES OF THE CONCEPT LIBRARY
IN ENGLISH LEXICOGRAPHIC INTERPRETATION

The notion of CONCEPT is extremely complex and multifold, causing polem-
ics among the researchers in modern linguistics. There exist various viewpoints con-
cerning the notion of the concept:

1) linguistic (S. Askoldov, D. Likhachev): since the concept exists for each vo-
cabulary, it should be regarded as an algebraic expression of meaning;

2) cognitive (I. Sternin, E. Kubryakova): the concept — a phenomenon of a
mental nature. Representatives of this approach classify the concept into mental phe-
nomena and interpret it as an operational unit of memory. We adhere to the cognitive
approach.

The approach which we’ve applied so as to achieve our aim is the theory of
cognitive models (frame semantics). The theory of cognitive models, developed by J.
Lacoff, examines the mental spaces and cognitive patterns that structure these spaces.
Mental space is a certain sphere of thinking, a concept that can cover our understand-
ing of real and hypothetical situations [5, 46]. Charles Fillmore called the mental
space frames. In modern linguistics, the frame is defined as follows: a unit of
knowledge that is organized around the concept and contains data on the typical for
this concept within a certain culture [7, 54].

Factual material of our research is English Oxford Living Dictionary (EOLD),
Macmillan British Dictionary (MBD), Collins English Dictionary (CED).

The analysis of the factual material allowed us to select in the structure of the
frame model LIBRARY 3 subframes, namely: COLLECTION, PLACE, PEOPLE.
We allocate slots inside each sub-frame.

Analysis of the subframe PEOPLE

We believe it is appropriate to begin with the analysis of the slot PEOPLE, as
people are so-called users of the slot collection and performers / users of the slot
place.

The analysis showed that the subframe PEOPLE contains 9 lexical units,
which were singled out by us. The basic concepts that this subframe means is one
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who uses a library and who works in a library. Namely, we have identified the fol-
lowing lexemes: librarian, reader, editor, author, bookseller, archivist, restorer,
student, researcher. The given slot is not numerous, compared to others. This may
be explained by the fact that most verbalizers belonging to this slot are monosemantic
words.

Lexemes RESEARCHER, LIBRARIAN, STUDENT

Having analyzed the lexical unit LIBRARIAN in the lexicographic sources,
we can distinguish the following definition:

1) a person in charge of a library, especially the chief administrative officer of
a library.

Having analyzed this RESEARCHER in the sources, we can distinguish this
definition:

1)  a scientist who devotes himself or herself to doing research.

Having analyzed this READER in the sources, we can distinguish the
following definition:

1) areaderis a person who reads, especially one who reads for pleasure.

Taking into consideration the subframe PLACE

The analysis showed that the subframe PLACE contains 7 lexical units. The
basic concepts that this subframe means is the place where people can use a library
of something, and the place where people can offer library services. Specifically, we
have identified the following lexemes: academic library, national library, private
library, public library, digital library, multimedia library, research library.

Lexemes ACADEMIC LIBRARY, BORROWING CENTER, DATA LI-
BRARY

Having analyzed the lexical unit of ACADEMIC LIBRARY in the
lexicographic sources, we can distinguish the following definition:

1) an academic library is a library that is attached to a higher education
institution.

Having analyzed the lexical unit BORROWING CENTER in the
lexicographic sources, we can distinguish the following definition:

2) s a library of household items and tools, usually organized as a volun-
teer cooperative, nonprofit organization.

Having analyzed the lexical unit of DATA LIBRARY in the lexicographic
sources, we can distinguish the following definition:

3)  the section of the datacenter that houses offline disks and tapes.
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Regarding the subframe COLLECTION

The analysis showed that the subframe COLLECTION contains 10 lexical
units, which were revealed by us. The basic concept that this subframe means is the
library of something for the use of people. Specifically, we have identified the follow-
ing lexemes: Almanac, Journal, Magazine, Article, Catalog, Archive, Book, Da-
tabase, Multimedia, Software.

Lexemes ARCHIVE, BOOK, ARTICLE

Having analyzed the lexical unit of ARCHIVE in the lexicographic sources,
we can distinguish the following definitions:

1) a collection of historical documents and records about a place, organi-
zation;

2)  a collection of digital data stored in this way.

Having analyzed the lexical unit of BOOK in three lexicographic sources, we
can distinguish the following definitions:

1) a written work or composition that has been published,

2)  a compilation of the known facts regarding something or someone.

Having analyzed the lexical ARTICLE unit in the lexicographic sources, we
can distinguish the following definitions:

1)  a separate section of a legal document;

2)  nonfictional prose forming an independent part of a publication one of a
class of artifacts.

Having analyzed all the lexemes included in the subfile data, we can conclude
that the total number of the analyzed verbalizers is 26, of which PEOPLE - 9, PLACE
-7, COLLECTION - 10.

The slot COLLECTION is the most numerous, in comparison with others. This
may be explained by the fact that most verbalizers belonging to this slot are
polysemic words.
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€. €. dicbkoBa

LEXICAL, STYLISTIC, GRAMMAR AND PHONETIC MEANS OF
CREATING THE EFFECT OF HORRORIN THE NOVELS BY J. ROWLING

The English language, as well as any other, has in its disposal a great amount
of lexical and phraseological means of emotions’ nomination. Due to the increasing
attention of linguists to the communicative function of a language, in other words, to
the increasing of pragmatic course of linguistics, more linguists are interested in pe-
culiarities of emotions’ expression in literary works.

Emotions in literature provide readers with subjective attitude of a character
towards certain events. Besides with the help of emotions the author is able to influ-
ence on the receivers, thus stimulating (intentionally or unintentionally) their emo-
tional feedback. When creating generalized image of fictional reality, the author
chooses deliberately necessary means of its depiction. Emotions are realized in con-
text that «may neutralize, weaken or intensify connotative meaning of emotive lex-
eme» [2]. B. O. Plotnikov emphasized that a lexeme «reveals certain meaning only in
discourse, out of context it is «deady, it fulfills only its informative function, not a
poetic one» [3, 50].

Emotiveness is a linguistic category that involves all language means of emo-
tions realization. V. I. Shakhovskyi defined it as a communicative quality of speech.
[4]

As any other verbalized concept, the concept of fear in the author’s discourse is
showed with the help of nominative units of language. In the course of this research it
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was found necessary to divide linguistic means of creation of the effect of fear in
novels about Harry Potter into following levels:

° lexical;

° stylistic;

° grammatical;

° phonetic. On the lexical level means of creation of the atmosphere of

fear are represented with the help of:

1)  means of emotions’ nomination.

2)  means of emotions’ description.

3)  means of emotions’ expression.

In the linguistic discourse various split-leveled means of emotions’ nomination
are used for explication of emotional state of fear in characters’ speech in various sit-
uations. Among all nominations there are distinguished: the name of the concept —
lexeme fear (““I fear the thing you dread will indeed come to pass...” [1, 176)); all its
synonyms (dread, panic, horror, terror, etc.); free (to be afraid/frightened/scared)
and phraseologized verb collocations (7o be frightened to death/panic-stricken): “The
crowd was afraid, and silence fell abruptly and completely...” [6, 590]; “the Dursleys
became more panic-stricken...” [7, 48].

Unlike their spontaneous breakthrough in speech, emotions’ description is a
deliberate expression of the emotional state with the help of linguistic means. As a
rule, the author describes:

° eyes (“‘Harry —" began Hermione, her eyes huge with fear”. [8, 516));

° voice (“...but as they reached the corner they heard something that
made their hearts stop — a high, petrified scream ...” [10, 129]);

° pantomimic (“He sat there, twitching with terror, staring up at them”.
[11, 274]);

° voice quality (““‘No!’ said Hermione, sounding firightened. ‘He can'’t
know that, Harry, how could he —?"" [6, 401]).

Such linguistic description reflects the atmosphere of fear and provokes recipi-
ent’s feelings adequate to the author’s intentions. It occurs because of the universality
of the expressive component and the ability of its decoding.

Among the vocabulary that expresses emotions special place is occupied by
exclamations (“ARGH”, “Oh”). This group is represented on the grammatical level,
rather than on the lexical one. With the help of capitalization the author adds up an
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extra-emotional effect to the text. In sentence they fulfill both communicative and
emotive functions.

The author also uses such stylistic devises as comparison, epithet, metaphor,
which not only contribute to the creation of the atmosphere in novels, but also to
force fear and anticipation. Special emphasis should be laid on metaphors that may be
divided into:

1)  ontological. These metaphors represent non-physical object as something
tactile. One of the possible realizations of such metaphors is personification of fear
[4, 59-60] (“Fear jabbed at his insides like needles”. [9, 110])

2)  orientational. This type of metaphors precise fear’s orientation [4, 35-
45]. The most frequent place where fear focuses are character’s “insides”, such as:

° chest (“Fear stirred in Harry’s chest” [8, 571));

° stomach (“Harry’s stomach contracted with fear” [9, 641]);

° heart (“His heart was hammering madly” [9, 254]).

3)  structural [4, 25-34]. These metaphors may liken the emotion of fear to
some natural phenomena such as water (“Dread flooded Harry at the sound of the
words...” [8, 543]) or fog (“...fear lapped at him as he looked left and right for pur-
suers he was sure would come” [6, 55]).

On the grammatical level, one of the examples of characters’ speech represen-
tation when they are afraid is by using imperative mood (“Help (me)! Save us!
Quickly, do something!”).

Phonetic level is rather represented with the help of such phonetic expressive
means as onomatopoeia (“heart thudding madly” [5, 19], “Harry stopped dead, his
heart banging against his ribs” [11, 190]); alliteration (“...slithering sound made
him freeze where he stood.” [10, 187]); graphon, which is represented with the help
of capitalization of interjections (“A44AARGH!”)

As it can be seen from the research the emotion concept of fear is actualized in
the author’s discourse on different levels with the help of its nomination, description
and expression. Nominative means of emotion’s depiction comprises its name, mem-
bers of synonymic varieties, free word combinations, and phraseological units. De-
scriptive component is actualized with the help of various linguistic means, which
portray characters’ non-verbal responses, their eyes, lips, pantomimic and voice qual-

ity.
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A. Holodiuk

THE 4C METHOD AND ITS APPLICATION IN FOREIGN LANGUAGE
TEACHING

Nowadays education plays a great role in the life of every person. But what is a
real education? Generally, it is the process of acquiring knowledges. We are bound to
function under societal institutions, and in case of education those institutions are —
schools, colleges and universities, but our nation faces serious questions in regards to
our educational system. Not every student can really put into practice all that theoret-
ical information which he received during school lessons and ability to apply the
available knowledge in life is one of the most important skills. Some changes in all
the educational institutions are needed to be provided and they will solidify the suc-
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cess of our students, not only in school and work, but in life, because the world in
which we live is significantly different from that of yesterday [4]. So, what is the se-
cret of successful education?

Learning of the 21st century requires an innovative support system to engage
learners through applicable skills and knowledge, appropriate technologies, and real-
world connections to make learning relevant, personalized, and engaging. The term
"21*" century skills" is generally used to refer to certain core competencies such as
collaboration, digital literacy, critical thinking, and problem-solving that advocates
believe schools need *’to teach to help students thrive in today's world [1]. Such
components as standards, assessments, curriculum, instruction, professional devel-
opment and learning environments should be considered and taken into account.

There are some assessments of 21st Century Skills:

- Support a balance of assessments, including high-quality standardized
testing along with effective classroom formative and summative assessments

- Emphasize useful feedback on student performance that is embedded in-
to everyday learning

- Require a balance of technology-enhanced, formative and summative as-
sessments that measure student mastery of 21st century skills

- Enable development of portfolios of student work that demonstrate mas-
tery of 21st century skills to educators and prospective employers

- Enable a balanced portfolio of measures to assess the educational sys-
tem's effectiveness at reaching high levels of student competency in 21st century
skills

All these assessments were worked out by the Partnership for 21st Century
Learning. In 2002 the Partnership for 21st Century Skills (now the Partnership for
21st Century Learning, or P21) was founded as a non-profit organization by a coali-
tion that included members of the national business community, education leaders,
and policymakers. It was developed to define and illustrate the skills and knowledge
students need to succeed in work, life and citizenship, as well as the support systems
necessary for 21st century learning outcomes. It has been used by thousands of edu-
cators and hundreds of schools in the U.S. and abroad to put 21st century skills at the
center of learning.

Young people must also be able to work comfortably with people from other
cultures, solve problems creatively, write and speak well, think in a multidisciplinary
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way, and evaluate information critically [2], so the Partnership identified four skills
known as Four Cs of 21st century learning or the Four Cs or 4 Cs as the most im-
portant skills required for 21st century education: critical thinking, communication,
collaboration, and creativity.

Communication implies sharing thoughts, questions, ideas, and solutions.
Nowadays, in the age of technology, is both easier and harder to communicate and
socialize at the same time, because technology has created quite convenient ways of
communication, but some of them are rather suppressive. Unfortunately this skill has
not attracted the same level of research or attention as creativity, collaboration, or
critical thinking yet. Communication includes such types as digital communication,
interpersonal, written and oral communication. As our society evolves, we cannot as-
sume that our students will gain communication competence on their own. If educa-
tors are expected to teach students how to communicate effectively, researchers need
to focus on building a stronger, more empirically grounded framework for teaching
these vital skills. Without effective communication, there’s no way to get anything
done inside the classroom or anywhere, which is why this is an essential 21st Century
skill.

Collaborative skill is identified as an important educational result rather than a
means of organizing instruction to teach other subjects. Nowadays plenty of infor-
mation about collaboration and teamwork is available, but there are some fixed ele-
ments which form a base and these elements are interpersonal communication, con-
flict resolution and task management. Individual skill in collaboration is not exclud-
ed, but it depends on a person’s willingness and ability to take into consideration oth-
er people’s opinions and views, to harmonize ideas, to take problem-solving deci-
sions, to forge consensus, to enter into negotiations with teammates, to find compro-
mise and resolve conflicts. Like any skill, collaboration must be taught explicitly.
Putting students into groups or dividing into pairs is not enough to get a clear idea
about this skill. Firstly, it is essential to understand what is real collaboration is and
the educators’ task is to bring this idea. Teachers are to give clear instructions, ex-
plain effective strategies, learn how to resolve conflicts and manage tasks.

Creativity is widely used as a 21st century skill and it is included in many
countries’ colleges. Creativity has already been quite well defined.There are various
models of how creativity can be implied and developed. Not only are the traditional
ways of creativity still available, but there are tons of new possibilities made availa-
ble. Instead of just painting a picture, you can animate it or arrange a piece of music
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on a computer without ever learning how to play an instrument. It is indisputable fact
that each student has creative potential and it is necessary to understand that this skill
is needed to build cross-cultural teams, to manage budgets and risk, to present a com-
pelling proposal and to manage a project from beginning till the end. All these abili-
ties will help the next generations to find creative solutions to the problems, to inno-
vate new technologies, to collaborate, lead and become good entrepreneurs.

Critical thinking provides a new outlook at problems. It has been an essential
skill in every century and profession. Besides, this skill has been influenced by tech-
nologies a lot, but it is not enough just to let computers to do the thinking for us. Psy-
chologists have begun to concretize critical thinking, or the strategies we use to think
in organized ways to analyze and solve problems. Educators are really obliged to
teach the ability to think critically to make students qualified workers. To improve
the skill it is better to create real life situations which students can face and to base
the activities on performance. In order to succeed in the 21st Century it is vital to re-
member that, no matter how high tech the machine, it is of no use without a person
telling it what to do and thinking critically about the result.

Each lesson must include the combination of these four main skills. Surely, the
topic should match the educational program. In modern program for general educa-
tion institutions included such topics as family relations, personality, environment,
leisure time activities, education, The English-speaking world and Ukraine, culture,
art etc. To show how 4C method works it is necessary to choose one of topics includ-
ed in educational program and elaborate a lesson which includes all these skills. For
example, the topic is “Eating Out”.

To develop communicative skill it is possible to create a warm-up which is
aimed at socializing. For instance, students discuss their last visit to a restaurant.
Teacher may write on the blackboard key words “What?”, “When?”, “Where?”,
“How much?” Students can share their ideas about full questions. The answer is
“What did you order?”, “Where did you go?”, “When did you last go to a restau-
rant?”, and “How much did you pay?” Then some volunteers give short presentations
of their visits including answers to these questions.

Collaborative skill as a rule includes working in pairs or groups. Students are
divided into pairs. One person is a customer, the other one is a waiter. The task is to
create improvised dialogues at the restaurant. To complicate the task, give students
different cards with certain situations. Example of a card: “A waiter served a steak
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which is underdone. A customers needs to complaint, a waiter's task is to find a solu-
tion.”

Then it is time for creative skill. Now students are participants of a contest
where they present their own restaurant projects. Their task is to work out every de-
tail: design, name, menu and dishes, prices and so on. It is important to set a time lim-
it (about 15 minutes). They can use all the classroom equipment for their presenta-
tions: blackboard, computers, their own notes and drawings. In the end, pupils vote
for the best creative idea and the winner gets an excellent mark.

Finally it is necessary to include critical thinking skill. After presenting all the
projects students turn out to professional judges who are responsible to choose the
best work. They need to analyze every detail and to provide enough evidence. It can
be done in groups or individually. If there is time left, it is possible to choose two
leading projects and to organize debates.

So, it is necessary to continually relearn our communication skills and recon-
sider our self-perceptions to meet the modern requirements, be able to find a way out
of an unpredictable situation, develop as individual personalities. 4C approach is def-
initely changing the way we think and perceive. If it is applied in modern educational
institutions, future generations will get rid of the patterned thinking and inability to
express themselves. In this new worldview the fresh, bright light of new ideas and
technologies can be used to illuminate, rather than outshine, a pathway for the wis-
dom of the ages [3].
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V. Hostieva

SOME PECULIARITIES OF COMPLEX LINGUOSTYLISTIC ANALYSIS
OF A LITERARY TEXT

Linguostylistics is a relatively new branch of science which appeared only in

the second half of the XXth century. Since 1960s, it has been a subject of numerous
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researches done by such linguists as V.Vinogradov, L.Scherba, I.Galperin,
M.Halliday, L.Bloomfield and others.

As the name suggests, linguostylistics combines linguistic and stylistic aspects
of analysis. It is considered to be connected with other disciplines including psycho-
linguistics, theory and practice of translation, literature studies. Linguistics and stylis-
tics are united by a common subject of investigation, which is a text, and some
aspects of analysis, namely, the interest to semantics and structure of the text. The
most striking difference between these two components lies in methodology of inves-
tigation. Thus, linguistics deals with text structures while stylistics is aimed at com-
positional and structural organization of the text, functioning of expressive means and
stylistic devices. Stylistics is focused on what is said, how and for what reason [7,
54].

Linguostylistic analysis is considered to be one of the most difficult but at the
same time important intellectual operations which are practiced while learning lan-
guage and literature [3]. Therefore, linguostylistic analysis is commonly applied to a
literary text.

Literary text is a phenomenon which contains a special, often imaginary,
world; it reflects a personal interpretation of reality: authors describe the fragments of
the world they are familiar with; they develop the ideas which are clear to them and
use linguistic elements which possess special meaning for them [1].

The language of a literary text is unique; using traditional language units as a
building material, an author expresses his or her perception of the world and encodes
different messages for a reader [5]. In a literary work, time-space relations are often
broken; a narrator doesn’t always correspond to an author, and conventional scheme
of communication undergoes changes [4, 114].

The peculiarity of any literary work is the use of expressive means and stylistic
devices. The expressive means of a language are phonetic, morphological, lexical,
phraseological units which are used as emotional or logical intensifiers. In most cases
they have corresponding neutral synonymous expressions.

Stylistic device is a conscious and intentional use of some of the language facts
meant to amplify the emotional or logical emphasis contained in the corresponding
expressive means. There is a huge variety of stylistic devices (tropes) which are used
to engage readers and to help them understand the ideas conveyed. The interrelation
between expressive means and stylistic devices lies in the fact that expressive means
have a greater degree of predictability. Stylistic devices usually appear in contexts

239



which are extraordinary or not natural, and therefore they are only slightly or not at
all predictable [2, 27].

According to 1. Galperin’s classification expressive means and stylistic devices
are divided into 1) phonetic expressive means and stylistic devices (onomatopoeia,
alliteration, rhyme, rhythm); 2) lexical expressive means and stylistic devices. The
latter group is further subdivided into 1) those where interaction of different types of
lexical meaning is demonstrated: metaphor, metonymy, irony, polysemy, zeugma and
pun, interjection, exclamatory words, epithet, oxymoron, antonomasia; 2) those with
intensification of a certain feature of a thing or phenomenon (simile, periphrasis, eu-
phemism, hyperbole); 3) peculiar use of set expressions (clichés, proverbs and say-
ings, epigrams, quotations, allusions, decomposition of set phrases). As for syntacti-
cal expressive means and stylistic devices they are classified into 1) compositional
patterns of syntactical arrangement (inversion, detachment, parallel construction, chi-
asmus, repetition, enumeration, suspense, climax, antithesis); 2) particular ways of
combining parts of the utterance (asyndeton, polysyndeton); 3) peculiar use of collo-
quial constructions (ellipsis, break-in-the-narrative); 4) transferred use of structural
meaning (rhetorical question, litotes) [2].

The main term of linguostylistics — style — has various definitions but the most
frequently used one belongs to Seymour Chatman who said that “style is a product of
individual choices and the patterns of choices among linguistic possibilities” [8, 18].
Each style, however, may be defined as a relatively stable system in which various
features are interwoven in a specific manner [2, 253].

Regarding the style, scholars distinguish such term as individual style, which is
also known as idiostyle. Individual style of an author is understood as a set of under-
lying mechanisms of creating a text by a particular author that makes him different
from others. Thus, idiostyle is closely connected with a system of linguostylistic
means, which are characteristic for a particular author’s manner of writing [5, 95].
Authors’ possibilities are not limited which gives them the right to combine and in-
tentionally mix different language units in order to achieve the desirable effect. As a
result, a reader may encounter the elements belonging to different stylistic aspects
joined together as if they were denoting equal or related phenomena. In this way, the
elements acquire a modification of meaning which adds to an effect implied [2, 132].

A literary text is greatly influenced by an author’s conceptions, values, beliefs
and experience which are determined genetically, culturally or socially. The author
fills the text with a personal tone, intonations, creates his own system of images.

240



The essential property of an individual style is its permanence. It is usually re-
membered and easily recognized. Individual manner of an author can illustrate the
context of the whole period of literature and the level of literary language [4, 115].

Most of linguists agree that the purpose of complex linguostylistic analysis is
the interpretation of a literary text as the expression of author’s idea, decoding and
conveying the main ideas, identification of meaning and significance of lexical and
stylistic units.

Linguostylistic studies, which have greatly developed over the past decades,
demand complex approach which includes considering both linguistic and extralin-
guistic factors. Common readers usually perceive a literary work as a whole; it influ-
ences their minds and feelings. They usually read the text only once without giving it
thorough consideration. But philologists understand literary texts in a different way.
A philologist’s task is to research and discover what an author was aiming at, which
stylistic devices he used in order to achieve the goal, what was the reason for this
choice. Extralinguistic factors such as the culture to which an author belonged, the
circumstances under which the text was created are also to be reviewed. This results
in adequate understanding of a literary work [4, 53].

In conclusion, it must be mentioned that complex linguostylistic analysis con-
tributes to linguistic studies in general and facilitates readers in understanding and
perceiving literary texts.
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A.V. Isaieva, S.Yu. Honsalies-Munis

LINGUISTIC FEATURES OF SPANGLISH IN THE NOVEL ‘BLESS
ME, ULTIMA’ BY RUDOLFO ANAYA IN A MULTILINGUAL ASPECT

The number of languages in the world is measured in thousands, but there is al-
so an incredible amount of dialects and linguistic mixtures that include several lan-
guages used, and the exact data cannot be determined. The aim of the research is to
investigate the socio-linguistic phenomenon multilingualism and its connection with
and dependence on multiculturalism.

Multilingualism is the use of more than one language, either by an individual
speaker or by a community of speakers. It is believed that multilingual speakers out-
number monolingual speakers in the world's population [5]. Among the scholars who
investigated multilingualism as a modern branch of linguistic studies were
A.Kulsarieva, M.Haskelberg, M.Bachtin, W.Sollors, L.Sanders, S.Tolkachov, Li
Wei, 1.V.Kozlyk, A.Anisimova, V.Yashkina and others.

In the Common European Framework of Reference, a distinction is made be-
tween plurilingualism and multilingualism. Multilingualism refers to a society in
which several languages are present, whereas plurilingualism refers to an individual
who has competence in more than one language [6].

“One nation — one language,” Theodore Roosevelt said in 1917 and that time
is considered the start of the English language expansion across all the USA. Thus,
the phenomenon of mixing several languages, Spanish and English in particular, ap-
peared in the United States, which led to the emergence of a new language phenome-
non, called "Spanglish".

A peculiar feature of this phenomenon is the combination of Spanish and Eng-
lish, but in this case it arises on the basis of the mixing of cultures because of a terri-
torial factor. From the beginning it was the sociodialect used in the border regions of
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Mexico, and later it was transposed into adaptive bilingualism, this means that the na-
tive speaker is getting adapted to the environment in which two languages are faced,
and inadvertent mixing happens. Now Spanglish is a widely used dialect, which is
spoken by citizens throughout the American continent. Moreover, books in Spanglish
are published, in universities it is studied as a linguistic phenomenon. This is one of
the most prominent phenomena of interpenetration of cultures.

The establishment of Spanglish in the American society led to the rise of the
Chicano literature. Chicano literature (and, more generally, the Chicano identity) is
more usually dated, however, to some time after the Mexican—American War and the
subsequent in 1848 Treaty of Guadalupe Hidalgo. Over time these Mexican-
Americans, or Chicanos developed a unique culture that belonged fully neither to the
US nor to Mexico. Chicano literature tends to focus on themes of identity, discrimi-
nation, culture, and history, with an emphasis on validating the Mexican American
experience or Chicano culture in the United States. It is often associated with the so-
cial and cultural claims of the Chicano movement. It is a vehicle through which Chi-
canos express and represent themselves, and also often a voice of social critique and
protest [2,234].

Other important themes include the experience of migration, and the situation
of living between two languages. Chicano literature may be written in either English
or Spanish, or even a combination of the two: Spanglish. Politically, too, Chicano
culture has been focused on the question of the border, and the ways in which Chica-
nos straddle or cross that border.

Considered the godfather of contemporary Chicano literature, Rudolfo Anaya
was born in New Mexico in 1937. He is the author of ‘Bless Me Ultima’ (1972),
whichis his best known work and that was awarded a lot. The New York
Times announced that "Anaya's first novel, ‘Bless me, Ultima’ is probably the best-
known and most-respected contemporary Chicano fiction...". ‘Bless Me, Ultima’ is
the story of a young boy Antonio’s coming-of-age within a cultural tapestry that in-
cludes Spanish, Mexican, and Native American influences, and in which many of the
major cultural forces conflict with one another.

The major conflict in the novel is formed on the basis of cultural identity.
Anaya uses these conflicts to explore the influence of culture on identity. The other
main character of the novel is a wise witch Ultima, who sounding like all Chicanos
teaches Antonio to avoid the limitations inherent in abiding by one culture, one reli-
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gion, or one creed. Instead, she encourages Antonio to embrace all of the cultural in-
fluences in his life to become a better person.

Yet such multilingualism also raises issues of language preservation and pro-
tection, of language rights, and of human rights insofar as they are affected by lan-
guage barriers and language bans. [4,68].

Every multi- or bilingual writing is characterised by its own situation of bilin-
gualism (multilingualism): the use of elements of a certain language, quantitative and
qualitative features of their use, the difference in the methods of introducing a foreign
language into the context of work.

As for works with elements of bilingualism, there is usually a clear distinction
between native and foreign language. In the novel ‘Bless me, Ultima’ this distinction
is not only vague, but even invisible at all. Initially, the non-native for New Mexico
inhabitants English language is trying to invade the city, while Spanish remains the
most used one; however, over time, English is gradually taking up more space in eve-
ryday communication, it becomes commonly used, and, it seems, does not cause any
opposition among the inhabitants.

The narration of the novel is in English, which gives a sense of separation of
two layers of the text: the Englishness of the American narrator and the life of the na-
tive New Mexicans. The storyteller is already an adult, and judging by his manner of
narration, we find from the "purity" of his language that he is completely " American-
ised" and we only learn about his Spanish roots by his history.

Spanglish as a linguistic phenomenon is typical of the south-west of America,
which is why the description of everyday life and communication of residents of the
New Mexico region involves the use of Spangish in the spoken language. Thus, we
see that Rudolf Anaya makes the language mix widely used in the dialogues («]...]
"Es verdad," my father nodded [...]», «[...]”Anthony Marez," 1 replied, "Antonio
Juan Marez y Luna," I added in respect to my mother. [...] ») etc.

In addition, the Spanish language is used in the following cases:

- Most of the proper names are of Spanish origin (the protagonist’s name is An-
tonio Marez y Luna, his uncle Pedro, village of Guadalupe and others.

- The dedication to the novel in Spanish: " Con Honor Para mis Padres".

- The names of the sections, their numbering, are not marked in digital form,
but in verbal and also in Spanish (‘ Uno’, ‘Dos’).

- Some words describing concepts typical for the Spanish culture and language
(llano, vaqueros, curandera).
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In general, multilingualism in the novel ‘Bless me, Ultima’ is mostly a multi-
cultural component and it is used to emphasise the historical and cultural background
of the story and to show the existing problem of cultural identity that the USA has
faced for several centuries and to express the attitude of Americans and Mexicans
towards the problem.
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A. A. Kolesnyk
«FALSE FRIENDS OF A TRANSLATOR»: ORIGIN, SEMANTICS

The presence of similar words is observed not only in one language, but also
by contact of languages. This phenomenon is called "false friends of a translator" and
it means that words, similar by form in two (maybe more) contact languages, are er-
roneously perceived by speakers as semantically identical and used as equivalents
during the translation [3].

The interlingual homonyms the words in two or more languages, among which
is the process of translation should be included, and which are similar in degree of
phonetic identity and (or) graphical form, but differ in meaning.
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Also interlingual paronyms include words of compared languages which are
not exactly similar in form, but which tend to cause false, incorrect association by a
number of people (translators or people who simply use the language) and to be iden-
tical to each other despite the different lexical meaning.

All these semantically heterogeneous cases are combined by the fact that
words, which are associated and identified through similarity in expression in the two
languages, do not correspond with the content or use of each other.

According to the historical process, "false friends of a translator" can be con-
sidered as a result of influence of various languages on each other, but in some cases
they may occur as a result of coincidence, and in related languages they are based on
related words that have common roots in proto-language [2].

In English and Ukrainian words category of "false friends of a translator" are in
the most cases direct or indirect borrowings from a common third source. Often it can
be international or pseudo-international vocabulary and parallel word forms such
loans.

According to L. Borisova, pseudointernationalisms are considered as "false
friends of translator”, due to their improper use and translation, complete or partial
delinquency of the text content occurs, violation of combinatorics, lexical or stylistic
coordination of words in the sentence are present [4].

In order to understand which types of vocabulary belongs to the category of
“false friends of a translator”, we conducted a selection of 100 the most frequent
words chosen from the dictionary of the “false friends of a translator” by V. Akulen-
ko which includes 8 thematic groups [1].

I The first group includes dishes and food:

1. biscuit
2. cereal
3. macaroon

IT The second group includes words that describe a person or other living be-
ing:
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accurate

aspirant

complexion

Dutch

Family

I The third group includes vehicles and means of transportation:
balloon

elevator

WA W

. wagon
IV The fourth group includes clothing items:

1. babushka

2. cloak

3. spectacles

V The fifth group includes professions and professional subjects and items:

ammunition

1.  baton

2. chef

3. codex

4. obligation

S. physician

6. VI The sixth group includes plants and living beings (except of peo-
ple):dragonfly

1. lily of the valley

2. tick

3. troop

VII The seventh group includes abstract words that do not belong to any group:

attraction

1. concern

2. justice

3. nature

4. VI The eighth group includes objects, things and words that do not fit
into any of the categories:

L. actually
2. arc
3. astrakhan
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4. benzene

5. billet

6.  buffet

7. We offer to make an acquaintance with the word club, which is usually

translated into Ukrainian as «xmy6». Of course, this word has this translation, but in
addition to it, depending on the context, it can be translated as:

1. Baykka maiMIls; KHHAOK.

The club is often used as a weapon, especially by policemen.

2. xmouka, outa (golf, hockey);

3. TpedoBa MacThb, Tpedu.

If we analyze the origin of the word, it becomes clear that it originates from the
Old English word clubbe, which in turn comes from the old-Norwegian word klubba,
klumba (cudgel, stick), based on the Proto-Germanic *klumpo (“lasp; timber, log),
Proto-Indo-European origin of *glemb-, *glemb - (log). As for the other meaning of
the word - a club which brings people of the same social circle together — it can take
its origin from Latin globus, glomus (globe, ball) and, perhaps, is similar to Middle-
Low-German kolve (bulb) and modern German Kolben (bulb).

n

Ukrainian "club" may derive from Proto-Slavic *klobs, from which followed,
Slavonic x%bo (ball, club, tangle). But more likely it is that, as in English, it origi-
nates from the Latin globus.

According to our classification there are 8 groups of the “false friends”. It was
found that the largest number belongs to a group of words that are most difficult to
classify and attributed to a particular group (37%). The second number is the group
that includes words that describe a person or other living being (18%). The third
number is the group of words related to occupations, professions and items of profes-
sional orientation (17%). Abstract words that do not belong to any group is the fourth
largest number (12%). The names of dishes and food took the fifth place (6%). The
sixth is the number of names of plants and living creatures (4%). The seventh and
eighth places were shared by groups of words denoting vehicles and items of clothing
(per 3%).

The words of category of "false friends of a translator" can be classified for the
nature and manner of deception [5]. So we found three categories of "false friends":

1)  words that cause direct misleading associations in the human brain.

2)  words-paronyms.

3)  words that cause partially false associations in the human brain.
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The “false friends of a translator” are represented by a very big amount of
words, which could make some serious problems even for a professional linguist.
Therefore this topic needs more attention and must be researched.
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E. O. Kondrashova, O. L. Kriachunenko

ABBREVIATIONS IN THE INTERNET ENGLISH LANGUAGE

People all around the world use the Internet now. Not only teenagers, but also
adults and even our grandmothers and grandfathers try to use this invention of sci-
ence. Most of the people are involved in social networks, different sites for acquaint-
ances and other applications on our phones, computers and other gadgets. And of
course most of us every day face up to slang words and individual language of mod-
ern teenagers. Adults who are not aware of the peculiarities of teens” abbreviations
cannot catch the idea. As a result the conflict of generations. In this article we have
decided to investigate the Internet English language in order to help those who deal
with teenagers.

Besides, there is a problem with understanding penfriends from Britain. One
could know English well, but it is really hard to understand the varieties of the pen-
friends’ abbreviations. Now it has become a separate part of the language and the
question about the reason of its appearance has been raised up. In our opinion there
are several reasons for that. Firstly, it’s a tendency of simplification when there is no
need to type big, massive messages manually. It’s faster and save your time. For se-
cond, now there are social networks which have their own limit of symbols in mes-
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sages. For example, Twitter. There you can write only 140 symbols for one message.
And that’s a pity, when one is inspired by something or someone and want to share
some philosophical thoughts with the whole world, but it is impossible because of
lack of symbols. The last and probably the most reasonable argument is parents.
There is no secret, teenagers are against any monitoring or supervision, so in such a
way they try to defend their right for privacy. They created network’s language and it
serves like a code which is accessible only for teens. There is one example of the
widest spread abbreviation:

PAW:Parents are watching

We have decided to investigate this problem with the help of different social
networks on the phone such as Twitter, Facebook, Tumbler and have registered on
OKC (Ok Cupid, the site of acquaintances). In all this apps we can see a lot of the
abbreviations all the time and sometimes have misunderstandings with our foreign
friends. So, we have decided to classify all short letters we had and write in this arti-
cle the most interesting of them.

The first group is abbreviations with figures. The case is that many endings of
common words sound in English like figures. It can be prepositions, such as for, to or
adverbs such as foo. Also they can be joined with letters of English alphabet. This of-
ten is used for compound words, one part of which is a figure, and the other one is a
letter.

2: to, too; 4: for; 10q: thank you 10x: thanks; F9: fine

Another type of abbreviations is used to express one letter from the alphabet to
substitute a word. As in the previous example they are used when pronunciation of
letters and the words are similar.

U: you, K: okay (it can be also the variant ‘K or OK)

Englishmen often use abbreviations for holidays such as Christmas, New Year,
and others. And these words people always understand, because, as a rule, we can see
the major part of the word. Some of them can be observed in our language, for exam-
ple the invitation to BBQ is understandable almost for everyone.

X-mas: Christmas; NY: New York; BBQ: barbecue

Sometimes misunderstandings can be caused by some abbreviations which ex-
pressed by common English vocabulary. If one doesn’t know the abbreviation, it is
impossible to understand the sense of the sentence. For example in the message:
“Bye, HAND!”1t’s very hard to recognize why the definite part of the body has been
mentioned. Or how the message can be translated “I can 't tell you this now, SOS”?
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The best logical answer would be: “What happened? Are you okay?”, but there is no
need to worry about your penfriend’s problem. One should take it through the mean-
ing that there are people in his room. In other words, this dialogue is not for social
network. Here is the decoding of phrases:

HAND: Have a nice day, SOS: Someone (watching) over shoulder

Some of the abbreviations can be used with the signs of punctuation. Let’s take
for instance this sentence: “On the football match we saw our team and said:
“FTW!”. The exclamation mark is used, so one can suppose that the sense of this
sentence has a negative meaning, but that’s not true. In practice, there is a positive
one. Decoding is at the bottom:

FTW!: For the win!

And now we want to draw your attention to some abbreviations which are usu-
ally used as an Internet terminology. For example the abbreviation “FAQ” one can
find not only in the conversations but often on different forums or sites. This rubric
can help you with the common cases, which most of users frequently search for.
However, some of the children or teenagers got used to understand this abbreviation
as a slang dirty word, which is very similar in pronunciation.

FAQ: Frequently asked question(s)

It is interesting to analyze a plenty of abbreviations which are used in our lan-
guage nowadays.Sometimes they can be transformed according to our spelling. Now
it has become so-called subculture in chats between teenagers not only in different
social networks, but also in everyday face-to-face contact. More and more of youth in
Ukraine use it frequently. Generally it could be the language feedback to some posts
with photos or videos.

LOL: Laughing out loud; OMG: Oh my God (Oh my Gosh),; XO: hugs and
kisses — actually, it’s kiss (X) and hugs (O)

One cannot deny that fact abbreviations have given breakthrough to formation
of new lexical units in our language, where the foreign word is a root and the ending
is from our language. For example the abbreviation “LAG” has been appeared in
Russian as the word “marats”. We use it when the Internet or a computer works very
slowly and doesn’t react to the commands of a user. It’s also widely spread in the
language of gamers. Here is the definition of this word in English speaking countries:

lag: Slang term for slow Internet speeds or high Internet latency, Lag is some-
times due to a server problem, but more frequently due to the connection between cli-
ent and server. A slow or intermittent connection may often be referred to as laggy.
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And here are some other abbreviations which are commonly used in the Inter-
net:

ASAP: As soon as possible; B4: before; IMO: In my opinion, lulz: corruption
of LOL,; OTP: On the phone; One true pairing; THX: Thanks; <3: love

As the conclusion it should be pointed out that nowadays the foreign abbrevia-
tions are commonly used in modern society not only in the networks, but also in the
real-life communication. Is it good or bad? It’s a philosophical question as well as a
linguistic one. From one side, we have created the new sub cultural branch of the lan-
guage with abbreviations and it’s of great necessity to decode them. Also it’s very
useful and convenient to use short words instead of huge phrases in some networks.
But from the other point of view, we can forget how to speak. As a result, most of
young generation now runs into difficulties with a simple ability of expressing their
opinion using beautiful literary words. In conclusion it is obvious that investigating
the modern English language in the social nets we achieved the main aim: in which
way to decode some abbreviations from pen pals. Moreover many mistakes could be
avoided while understanding some cognitive background.
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I. O.Kovalenko, M. Y. Volkova

SOME PECULIARITIES OF THE IMAGE CREATION IN THE
FRAMES OF LINGUO-STYLISTIC ANALYSIS IN ALICE WALKER’S
SHORT STORY «THE REVENGE OF HANNAH»

Alice Walker is a notable and a well-known African American writer, feminist,
black activist and the author of famous short stories and novels of our time. In her
writings she combines the issues of black culture and gender equality. As the work of
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Alice Walker testifies, she appreciates women’s culture, character, emotions, opposes
the oppression of women, articulating women's experience, breaking gender and class
constraints, that is, reflects all the concepts of womanism.

The relevance of our study caused by insufficient studying and analysis of the
A.Walker’s short stories and creativity who is well deservedly recognized as one of
the most prominent figures among contemporary African-American writers. Alt-
hough, without writer’s works it is difficult to provide contemporary African Ameri-
can literature, they have not received sufficient theoretical and practical coverage in
contemporary Ukrainian literary criticism. As the interest in creativity A.Walker was
limited only to problem-thematic analysis in the framework of review articles there-
fore our perceptions of the US literary process and Alice Walker are incomplete.
Since the overwhelming majority of works by foreign authors, like Alice Walker
himself, are in the feminist critique, they disregard the artistic and linguo-stylistic pe-
culiarities of texts. The main task in the analysis of the literary text is to focus on the
stylistic aspect of the language, the definition of the role of stylistic means in disclos-
ing the main author's ideas, focusing on the morphological aspect of the language, the
structures of certain grammatical phenomena, the emphasis on the polysemy of lexi-
cal units. If several decades ago the work of African Americans, Native Americans,
Asian-Americans, women, sexual minorities were not included in university courses,
were not subject to special literary studies and were excluded from the literature of
the "mainstream", then these works became an integral part of the American and
modern Ukrainian literature [4, 111].

The aim of our paper is to determine the place of Alice Walker in African-
American women's literature and in the modern literary process, as well as a complex
linguo-stylistic analysis of A.Walker’s short story ‘The Revenge of Hannah
Kemhuff’.

According to Alice Walker, we understand that "womanist" is a black or col-
ored feminist who has the strength and persistence for personal development. She
fights for the survival and integrity of all people — both men and women. Describing
the Negro family, she describes the phenomena that she feared to show in the black
literature: the humiliation that proves women to moral and physical degradation, di-
rect violence [5, 17]. In the writer's creative works the theme of women's oppression,
pushing the issue of racial discrimination dominates. The contrast of "man-woman"
becomes more meaningful than "black-white."
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While securitizing the main features of Alice Walker’s liberal feminism, it is
possible to say that Liberal feminism aims at understanding the status of women in
society, generating ideas aimed at protecting women's rights, combating racial dis-
crimination and giving them equal rights with men in all spheres of life [3, 13]. In the
1960s, the liberal women's movement was inspired by Betty Friedan, Bella Abtsug,
Mary Waltonkraft, John Millie and others. In the first collection of short stories by
A. Walker, "In Love and Trouble: The Stories of Black Women" published in 1973
there are many examples of main principles of feminism: class and racial inequality,
dependence on husband, a single mother with children.

The study of the literary text analysis was done by such scholars as I. R. Galpe-
rin, M. 1. Gorelikova, G. Stepanov, M. M. Bakhtin, V. V. Vinogradov and others. The
main purpose of linguo-stylistic analysis is to consider literary text as an organized
system of linguistic means that reflects a certain ideological, thematic, figurative and
aesthetic content of the text. The subject of linguo-stylistic analysis is the linguistic
organization of the text. The main task of the analysis is to discover the general artis-
tic idea of the text, that is, the generalizing emotional meaning which underlies the
ground of the text and the predominant feature of which is the author's point of view
of the described reality [2, 75].

According to the above-described settings of the literary text analysis the short
story of A. Walker "The Revenge of Hannah Kemhuff" was studied. It is a part of her
first short stories collection "In Love and Trouble: The History of Black Women".
The story shows the peculiarities of the individual artistic system and the basic con-
cepts and ideas that Alice Walker deals with. It breaks many questions concerning the
image of the black woman namely the problems of her psychological and spiritual
oppression, her social position and sexual role [1, 1-2].

Among all the stories of the collection "In Love and Trouble: The History of
Black Women", the concept of feminism and womanism, namely racism, is most
clearly traced in "The Revenge of Hannah Kemhuff', and this concerns the main
character of H. Kemhuff. The dominant theme in the story is the representation of the
southern black woman who must exist in an atmosphere that is destructive to her. The
heroine enters a racist, sexist society that limits her ability to be happy, since she lives
in a world that functions in favor of the white men.

Hannah Kemhuff is an African American black woman, seeking revenge
through Tante Rosie on Mrs. Holley. Hannah had four children and an unfaithful
husband. As a result of her depression, Hannah's family began to starve. She tried to
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get food stamps from the government. She tried to use magic with the help of Tante
Rosie to take revenge on Mrs. Holley, whose refusal to give her food stamps led to
the death of her children. Mrs. Holley is a white woman, ultimately destroyed H.
Kemhuff’s life. Hannah realized that it would be easier for her to die if she avenged
all the bitter resentments. Mrs. Holly died suffering in the same way that Hannah suf-
fered her whole life. E. Walker reflected such examples as the basic principles of
womanism and feminism. She showed that a woman must fight for justice, racial and
class inequality, she emphasized the role of a single mother with children left without
the material help of her husband who tried to survive in society [1, 25-27].

The author employs a number of stylistic devices to realize the image of
Hannah (her during depression, starvation, broken heart, husband and revenge).
Namely: epithet — «I had been married already five years and had four small children
and a husband with a wandering eye», «A tough girl, if I remember right»; mistakes -

«Well, she_were at the time living in the North», «...my children_is hungry» ; simile -

«So, T wasn’t going to be acting like a beggar», «..I tottered around_like a drunken
womany; parallel construction - «My spirit never recovered from that insult, just like

my heart never recovered from my husband’s desertion,_just like my body never re-

covered from being almost starved to death»; repetition - «There are ways that the

spirit can be mended just as there are ways that the spirit can be broken».

As a result we came to the conclusions that creativity Alice Walker develops
against the backdrop of multiculturalist tendencies that characterize the US literary
process at the present stage. The peculiarity of the writer's worldview is formalized in
her own conception of womanism and liberal feminism which implements the multi-
cultural heritage of African-Americans from a unique female point of view. Woman-
ism defines the most important qualities of its fiction. Also we can say that the main
task in the literary text analysis is to focus on the stylistic aspect of the language, the
definition of the role of stylistic means in disclosing the main author's ideas, focusing
on the morphological aspect of the language, the structures of certain grammatical
phenomena and the emphasis on the polysemy of lexical units.
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M.M. Kovalenko, S.Yu. Honsalies-Munis

LEXICAL MEANS OF REPRESENTATION OF FEMININE IDENTITY IN
THE NOVEL «A MERCY» BY TONI MORRISON IN A MULTICULTURAL
ASPECT

In the attempts to analyze modern literary process, the phenomenon of multi-
culturalism or diversity of the artistic world of authors with two or more cultural
backgrounds comes to the fore. The research is devoted to the investigation of the pe-
culiarities of lexical representation of feminine identity in the novel «A Mercy» by
Toni Morrison in a multicultural aspect. The main task is to analyze the phenomenon
of multiculturalism in literature and define the concept of feminine identity and its
expression in the context of multicultural literature.

Multiculturalism as a modern branch of literary criticism and linguistic studies
has been analyzed in the works of such scholars as H.Bhabha, M.Bradbury,
M.M.Bachtin, S.P.Tolkachov, M.V.Tlostanova, 1.V.Kozlyk, D.E.Agosto, M.Cai,
L.A.Sanders, J.Yokota and others. The category of identity, which is crucial to the
enquiry into multicultural literature, has been studied by J.Habermas, E.Goffman,
P.Page, S.Munyi, S.Huntington, N.Wolf, D.Damean and others.

There are various definitions for multicultural literature. Contemporary Japa-
nese scholar J.Yokota suggests that multicultural literature includes literature about
people who are considered outside the mainstream of society and have been in some
manner marginalized. This definition would include people from diverse cultural,
linguistic, socioeconomic, and religious backgrounds. In addition, it encompasses is-
sues on gender, sexual orientation, and disabilities [4, 14].

“Kovalenko M.M., Honsalies-Munis S.Yu., 2018
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American scholar Shea Munyi thinks that feminine identity embodies a con-
stellation of meanings, it generally refers to the attributes, behaviors, interests, man-
nerisms, appearances, roles, and expectations that we have come to associate with be-
ing female during the socialization processes [3, 277].

Toni Morrison (Chloe Anthony Wofford) was awarded the 1993 Nobel Prize in
Literature, making her the first African American to win this honour [1, 44].

Morrison's novels explore issues of African-American female identity in stories
that integrate elements of the oral tradition, postmodern literary techniques to give
voice to the experiences of women living on the margins of white American society.

In the world of Toni Morrison’s novel «A Mercy» religion, class, gender, col-
our are crucial to the shaping of identities, and every character of it represents differ-
ent cultural background. We would concentrate on the feminine identity of the pro-
tagonist, Florens, for shaping of her identity fully embodies the talent of Toni Morri-
son in the choice of artistic devices.

One of the aspects that shapes feminine identity is women’s image in men’s
eyes, thus, their identities are ambiguous, as while they need men to protect them in
the New World, women are also victims of their desires and cruelty. Their self-
categorization is of inferior to men, they are «...of and for men...», humans «...who
never shape the world. The world shapes us» [2, 66]. This feeling is enforced in a
multicultural society, as here women face subjugated role not only because of gender,
but belonging to another culture, colour, therefore, social class.

Love and passion are major components of her feminine identity, as she de-
scribes herself when being with blacksmith as «I am already kill by you», «carelessy,
«For the first time I am livey [2, 38]. Therefore, she feels her life and soul are insepa-
rable and incomplete without the man.

The man met on her course of life divides it into two parts: before and after.
Before becoming a woman she was a lovely pure person. Lina describes her as re-
sponsible, capable, reliable but lonely : «Not only was she consistently trustworthy,
she was deeply grateful for every shred of affection, any paton the head, any smile of
approvaly [2, 57]. The author uses inversion to highlight these distinctive features of
Florens, which are not only considered to be typical of females, but their comb ination
makes Florens both free and bound as her exaggerated pursuit of approval and sin-
cerety, proved by lexemes «consistently trustworthy» and «deeply gratefuly, parallel
construction at the end of the sentence beginning with «any» would make her de-
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pendent, not free. Moreover, we notice gradation linked to despair and struggle of
Florens for the smallest bit of happiness.

After secret meetings with blacksmith Florens is characterized as fated and
fallen: «Florens had been a quiet, timid version of herself at the time of her own dis-
placement. Before destruction. Before sin. Before meny [2, 57]. Toni Morrison uses
gradation to emphasize the purity and innocence of the main character before meeting
the blacksmith and gradual destruction of her personality being thrown away from
her world after that. Parallel constructions suggest this process would be steady.

We observe using cultural extracts in the novel as Florens calls her mother
«minha maey, an impersonal form of mother in Portuguese. The usage of these lex-
emes is explained by confusion of Florens’ identity, as she has not entirely adapted to
the new culture.

Inner monologue addressed directly to the reader using the pronoun «youx
helps to maintain the connection with the reader.Some interspersed sections are nar-
rated by an unknown third person who provides the thoughts and feelings of other
characters in the novel that allows the plot to move forward as a kind of mosaic.

Being a mother is a significant component of shaping of feminine identity. As a
child, Florens indirectly identifies herself with her mother, who seemingly willingly
offered her daughter to a stranger. This abandonement ultimately becomes the core of
her personality and shapes her relationship to herself, abandoned or forsaken, Florens
identifies initially solely as a slave, worth «twenty pieces of eight» [2, 29].

Toni Morrison’s novel is characterized by the abundance of symbols some of
which function as foreshadowing for the upcoming events, others help represent the
protagonist’s identity multidimensionally.

At one point in the novel, Lina relates an allegorical tale of a hawk, which eggs
are threatened by man. This story encourages Florens to make her life her own, thus,
eggs with new life inside are symbols of development of her identity.

Shoes and feet become the main symbol of Florens’ feminine identity through
the whole story. Wearing shoes that not only belong to someone else but are also
broken and do not fit («way-too-big») signifies that Florens has no identity of her
own — or one that is very confused. The author describes her feet as «too tender for
life and never have the strong solesy» [2, 10] that life requires. If shoes function as a
trope for Florens’ self, then the soles — shoes’ foundations — are the homonymic met-
aphors for Florens’ divided soul.
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Near the end of her story, Florens walks barefoot through the forest, her feet
«as hard as cypress» [2, 141]. She has become harder and stronger from her experi-
ences, as have her feet, has grown both physically and psychologically.

In conclusion, we may say that within a compelling narrative and inner mono-
logues Toni Morrison creates a multicultural mosaic of self-representation of charac-
ters with different cultural backgrounds. Toni Morrison uses inversion, parallelism
and authentic dialect, which reveals the confusion of the identity of the protagonist
and splitting between American and African cultures in her soul. The main artistic
techniques Toni Morrison uses are metaphors and symbolism based on the concepts
of American culture viewed from the perspective of an African slave referring to the
representation of feminine identity. These symbols serve as a foreshadowing and cre-
ate a magic effect of connection with the protagonist’s ancestors despite being dis-
placed.
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K.Kurylovych

USING ENGLISH POP SONGS AS A WAY OF STRENGTHENING
HIGH SCHOOL STUDENTS’ MOTIVATION

In recent years, there has been great progress in the theory of teaching foreign
languages. Learning to understand the language by ear is the first priority for EFL
students since knowledge of vocabulary and grammar is not a guarantee that they will
understand the interlocutor. Being an effective means of communication, listening is
closely connected with other speech skills and can be used as an indispensable tool
for teaching such communicative skills as speaking and writing as well as language
aspects.
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The choice of listening materials can be decisive in the attempt of EFL teachers
to make a listening lesson successful. Currently, the selection of educational materials
is increasingly based on culturally-oriented communicative approach, which allows
using valuable authentic materials, songs in particular.

The advantages of using English songs are obvious. Firstly, students improve
their pronunciation and intonation. Besides, songs can be used to develop learners’
grammatical and lexical skills, in particular the ability to guess the meaning of unfa-
miliar words from context. Moreover, high school students get acquainted with actual
everyday language. English pop songs can be even more valuable if they are used
creatively to overcome the distance between the pleasure of listening or singing and
the communicative use of language.

There are multiple reasons for the contemporary language educator to incorpo-
rate music in English Language Learning (ELL) in a traditional classroom setting.
Music strengthens the culture of ELL for 21st century learners and provides a stimu-
lating learning platform that encourages them to excel and provides a change from
traditional classroom routines. Numerous learning opportunities and widespread ben-
efits exist for ELL students, and incorporation of music has the ability to tie key
components of language acquisition together resulting in outcomes covering a range
of the learning activity spectrum [4, 23].

EFL teachers can make the work with English songs more interesting and pur-
poseful if they follow three stages of a listening lesson, pre-, while- and post-
listening. Each of the stages is essential and has its own peculiarities. The first stage
is preparatory. It plays a crucial role in motivating students to listen to English pop
songs and providing useful background information which is necessary for under-
standing the lyrics of the song. The most effective warm-up activities are elicitation
or discussion about the topic which can be based on the title of the song, the singer or
the band; brainstorming, “scrambled lyrics” and “gapped lyrics”, when learners ex-
press hypotheses about the content of the passage. These exercises are group creativi-
ty techniques by which efforts are made to find a conclusion for a specific problem
by gathering a list of ideas spontaneously contributed by its members.

There are two types of pre-listening stage: bottom-up and top-down. According
to S. Brown, bottom-up listening refers to focusing on grammar and vocabulary in
order to understand the listening track, so a bottom-up pre-listening activity would be
pre-teaching some vocabulary or grammar that is central to the listening text. In con-
trast, top-down listening refers to using background knowledge (of the world or of
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text structure) to understand a listening text, so a top-down pre-listening activity
would involve asking students to recall what they know about the topic of the listen-
ing track [1, 34].

However, it is important to keep the pre-listening stage fairly brief.
K. McCaughey has noted that some teachers spend ten to fifteen minutes on a pre-
listening task that is followed by a one-minute listening text. The researcher recom-
mends that EFL teachers choose one short task and not let it drag on too long [3, 2].

The while-listening stage helps students to concentrate on the listening material
and try to understand the meaning of words from the context. There are a number of
task-based exercises that can encourage learners to use different listening skills.
Among them are comparing, note-taking, ordering phrases, ticking off items, correct-
ing mistakes and others. Ideally, EFL teachers should play the listening track two or
three times, setting a different task each time [2]. Many experts suggest grading the
tasks, going from easier to more difficult, such as starting with one gist question, pro-
ceeding with three to five detail questions, then following up with an inference ques-
tion.

The third stage is the phase of development, when students analyze the lyrics
of the song and improve their listening and speaking skills. A. Rogers singles out two
common forms that post-listening tasks can take. These are reactions to the content of
the text, and analysis of the linguistic features used to express the content [5]. The au-
thor of the article “Procedures for Teaching Listening Skills” believes that tasks that
focus students’ reaction to the content are most important. This is something that we
naturally do in our everyday lives. Because we listen for a reason, there is generally a
following reaction. The song can cause some emotions and form individual opinion
of each student. The second of these two post-listening task types involves focusing
students on linguistic features of the text. This is important in terms of developing
their knowledge of language, but less essential in terms of developing students”’ lis-
tening skills. It could take the form of an analysis of verb forms from a script of the
listening text or vocabulary or collocation work. This is a good time to do form fo-
cused work as the students have already developed an understanding of the text and
so will find dealing with the forms that express those meanings much easier [5].

K. McCaughey claims that students should see the lyrics of the song that they
have listened to. Some ELT experts protest against ever showing students the tran-
script, but the author of this research considers that it is an excellent way for students
to get another look at the language contained in the listening track. According to J.
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Wilson, it can help students understand words and phrases that they didn’t understand
when they were listening as well as notice some of the differences between spoken
language and written language [6, 192]. After listening to the song, EFL students can
express their own opinion and explain their reaction to the content of the song.
Speaking and writing are used at this stage as follow-up to listening activities. It can
be done in a form of interviews with the main character of the song or role plays as-
sociated with it. Learners can speculate what could happen to the characters in the fu-
ture or write a letter to the main character.

In conclusion, the rationale of incorporating English popular songs into school
curriculum is that they not only motivate students to learn, but also provide a context
to help them change their sight on method of improving their vocabulary. Due to us-
ing pop songs in the language classroom, study can be interesting and at the same
time cognitive. English songs are a unique teaching tool. They provide a relaxing at-
mosphere, eliminate stress and increase motivation.

Along with this environment, language acquisition is also achieved, often
without concrete lesson objectives, but through self-directed learning that leads to
considerable development of high school students’ competence in English.
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S.W. Maitak, E.I.Schtatnaja
DEUTSCHE PHRASEOLOGISMEN MIT TIERBEZEICHNUNGEN

Die Phraseologie als Zweig der Linguistik hat die Wissenschaftler immer inte-
ressiert. Die letzten Forschungen konzentrieren sich auf die Erforschung der Diffe-
renzierung und Etymologie der Phraseologismen. Besondere Aufmerksamkeit wird
den Phraseologismen mit Tierbezeichnungen geschenkt. Das ist eine ziemlich weit
verbreitete Gruppe von Phraseologismen, die sehr interessant ist, weil die Zoonyme
einerseits verschiedene Eigenschaften und Charakterziige des Menschen verkorpern;
andererseits gewdhren sic die gegenseitige Verstindigung im Kommunikationspro-
ZesS.

Das Ziel des vorliegenden Artikels ist die ErschlieBung der zwischensprachli-
chen Aquivalenz und der Besonderheiten der Ubersetzung der deutschen Phraseolo-
gismen mit Tierbezeichnungen.

Das nationale Kolorit hat seine &duBerlichen Merkmale und eine innere Spezi-
fik, die mit der nationalen Sprache verbunden ist. Jede Sprache hat ihre Phraseolo-
gismen, die die Geschichte, Lebensweise, Traditionen und Brauche des Volkes wi-
derspiegeln [1; 2; 3]. Viele deutsche Phraseologismen gehen auf die Besonderheiten
des Verhaltens der wilden und Haustiere, Vogel, Insekten zuriick.

Mit den Bezeichnungen von vielen Tieren sind in verschiedenen Lindern be-
stimmte Gestalten oder Symbole verbunden. So symbolisiert der Fuchs einen schlau-
en Menschen, die Schlange — die Heimtiicke, der Lowe — die Stirke und Grofziigig-
keit, der Esel — die Dummbheit und den Eigensinn.

Die Forscher zéhlen bis zu 70 Tierbezeichnungen, die als Komponenten der
Phraseologismen auftreten. Die Analyse der phraseologischen Worterbiicher [4; 5]
hat gezeigt, dass dic in den phraseologischen Einheiten meist gebrauchten Tierbe-
zeichnungen sind Hund, Pferd, Katze, Bdr, Hase/Karnickel, Maus, Esel, Affe, Fuchs,
Schwein. Als produktivste Lexeme treten Hund, Pferd und Katze auf.

Das wird dadurch erklart, dass gerade diese Haustiere eine wichtige Rolle im
Leben der Menschen gespielt haben.

Das élteste Tier, das vom Menschen domestiziert wurde, ist der Hund. In vie-
len Kulturen galt der Hund als Verachtungs- und Treuesymbol. Fiir den Deutschen ist
der Hund seit alten Zeiten ein treuer Begleiter. Diese Widerspriichlichkeit widerspie-
gelt sich in den Phraseologismen. Das Lexem ,,Hund* hat eine positive Konnotation
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nur in wenigen Wortverbindungen, z.B. Hundestreue, Hundeszuverldissigkeit. Die
Phraseologismen mit einer negativen Konnotation sind dagegen zahlreich. kein bun-
ter Hund schaut dich an umg. nikomy mu ne nompionuil, Hixmo na mebe He OUBUN b~
¢, ein falscher Hund umg. newupa mioouna, der groffe Hund umg. eenuxa ysays,; ein
Jjunger Hund umg., grob wens, yyyens (npo monody nedocgioueny moouny), jen wie
einen Hund behandeln umg. scopcmoxo cmasumucs 00 K02o-H., 3HYWAMUCS 3 KO2O-
., jen., etw. auf den Hund bringen umg., salopp pozopumu, dosecmu 00 3aHenaody
K02o-H., wjo-H., aufden Hund kommen umg., salopp 3anenacmu; etw. vor die Hunde
werfen umg. Mmaprompamumu, 6i00asamu Ha HApyey.

Der Hund kann auch einen anstrengend arbeitenden Menschen symbolisieren:
wie ein Hund gehetzt sein umg. nouwysamu cebe ik 3a2HAHULL KiHb.

Der Phraseologismus leben wie Hund und Katze umg. scumu sk Kim i3 coba-
xoro unterstreicht, dass zwei vollig verschiedene Menschen nicht zusammen leben
konnen.

Die Phraseologismen mit dem Lexem Katze haben iiberwiegend auch eine ne-
gative Konnotation: das ist fiir die Katz(e) umg. yce ye oapemno, mapno, Komy nio
xeicm, diebisch wie eine Katze, furchtsam wie ein Hase naxaueuil sax 3aeyb, a wikio-
aueuil sk kiwka, hiite dich vor Katzen, die vorne lecken und hinten kratzen npucn.
VIeCIUBUTL NPUSIMENb CXONCUTL HA KIWKY: cnepedy TACKAE, a 33a0Y KYCAE.

Eine der groften Gruppen von Phraseologismen ist die Gruppe, die mit der Ge-
stalt des Schweines verbunden ist. Die Schweinezucht ist die dlteste Art der Vieh-
zucht in Deutschland. Das Schwein spiclte immer eine wesentliche Rolle im Leben
des deutschen Bauern.

Das Schwein wurde zum Symbol des Erfolgs, des Wohlstandes und des Reich-
tums: er hat Schwein tiomy nowacmuno, er hat grofies Schwein gehabt tiomy cmpa-
wenno nowacmuio, das nenne ich Schwein oye soaua.

Trotzdem gibt es im Deutschen viele phraseologische Einheiten mit der Kom-
ponente Schwein, die eine negative Konnotation haben: armes Schwein 6ioonawmnuii;
bluten wie ein Schwein kpoeé meue naue cmpymxom, schwitzen wie ein Schwein nim-
Himu sik ceuns. Schwein kann auch einen unanstindigen, groben, betrunkenen, dre-
ckigen Menschen symbolisieren: besoffen wie ein Schwein n sinutl sax ceéuns; wie ein
gestochenes Schwein schreien kpuuamu sk pizana ceuns,; das Schwein fiihlt sich im
Dreck am wohlsten ceunsi 6aznroky 3nauoe.

Der Hase ist Lieblingsheld in vielen deutschen Mirchen und Fabeln. Die Le-
bensweise und die Besonderheiten des Verhaltens von Hasen und Kanin-
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chen/Karnickel dienten als Grund fiir die Entstehung einer ganzen Reihe von phra-
seologischen Einheiten im Deutschen.

Die Hasen sind sehr geschickt und bemiihen sich ihre Spuren zu verwirren. Auf
diesen Beobachtungen beruhen folgende Phraseologismen: einen Hasenfuf3 in der Ta-
sche haben umg. 6ymu nonoxnusum ax 3aeys, 6ymu ooaeysom, ein Hasenherz haben
umg. mamu 3asue cepye, 6ymu 6oseyzom,; das Hasenpanier ergreifen umg. ymexmaui,
Hasenschuhe anhaben umg. oamu opana.

Der Begriff Feigling wird auch durch die Wendung Hans Hasenfus zum Aus-
druck gebracht. Die Phraseologismen mit dem Grundwort Hase werden nicht nur mit
feige verbunden, sondern auch mit der Erfahrung: ein alter Hase cmpinanuii copo-
beyn, wissen wie der Hase ldufi posymimucs na womy-H., 3Hamu, sik 63Mucsi 00
cnpasu; dem erfahrenen Hasen wird ein heuriger Hase ( mana oumuna, Hedocgioue-
Ha moouna) gegeniibergestellt.

Die Gestalt des Béren hat viel Gemeinsames im Deutschen, Ukrainischen und
Russischen. Der Bir ist ein grofles, starkes, plumpiges Tier, das einem erwachsenen
Menschen &hnlich ist. Der Bér galt im Altertum als Urvater des Menschenge-
schlechts. Der Bér im Deutschen féllt mit ,, Baren” im Russischen und Ukrainischen
im iibertragenen Sinn und bedeutet ein plumpiges, ungeschicktes, aber kriftiges We-
sen: plump wie ein Bdr umg. cnpaeoichiu 6eomios ( He3epabHa, Heomecaua IHOUHA).

Der Bér wird mit der Gesundheit assoziiert: gesund wie ein Bdr 300posutl sk
oux, hungrig wie ein Bdr eonoonuii ax eoex, Bdrenhunger haben 6ymu conoonum sk
BO6K.

In einigen phraseologischen Einheiten hat das Lexem Bdr eine negative Kon-
notation, z.B. jem.einen Bdren anbinden 3anismu 6 bope; einen Bdren loslassen no-
600umuch HeobauHo, jem. einen Bdrendienst erweisen umg. 3pooumu eeomedncy noc-
ey komy-H., sich einen Bdren aufbinden lassen umg. nosipumu siKiti-H., HICeHIMHU-
yi, damu 060ypumu ceobe.

Die durchgefiihrte Analyse der Phraseologismen mit Tierbezeichnungen zeigt,
dass eine und dieselbe Tierbezeichnung sowohl eine negative als auch eine positive
Bedeutung haben kann. Die Denkweise verschiedener Volker beeinfluffit die nationale
Spezifik der Verwendung von Phraseologismen, das Vorhandensein oder das Fehlen
der phraseologischen Aquivalenz in den Sprachen.
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E. A. Marchenko

NATIONAL PECULIARITY OF THE CONCEPT TIME EXPRESSION IN
THE ENGLISH PHRASEOLOGY: MULTILINGUAL ASPECT

Language reflects the world and culture created by man. Language is an in-
strument of knowledge, an instrument of culture: it forms a person, defines his
worldview, lifestyle, mentality, national character. Man cannot be born either an Eng-
lishman or Hispanic, and becomes such only after staying in a particular national
community of people that carry this or that national culture.

Obviously, the language does not exist outside of culture, as well as culture
outside of the language. The language absorbs the concepts of culture, which play an
important role in the linguistic consciousness [1, 134].

Different linguists study the notion of concept; among them there is N. D.
Arutyunova, A. P. Babushkin, V. A. Maslova, S. E. Nikitina, V. N. Telia, R. M.
Frumkina, and others.

As V. A. Maslova notes in her book "Introduction to Cognitive Linguistics,"
the concept is a term used to explain the units of the mental resources of our con-
sciousness and the information structure that reflects the knowledge and experience
of a man. Concept — an operational content unit of the memory of the mental lexicon,
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the conceptual system and the language of the mind, the whole worldview, reflected
in a human psyche [2, 296].

The concept of "time" is one of the main concepts in the English and Spanish
phraseological space, which has an identical structure — nuclear-peripheral model [4,
92].

The close periphery is represented by the meanings of the "period of time",
"moment", "cycle", subconcepts "present”, "past" and "future", forming a linear struc-
tural organization of time. The cyclic structural organization of time is represented at
the level of the near periphery by the values of "human life" (age), "life of nature"
(seasons). The close periphery of the "moment" is represented by the sub-concepts
"beginning", "the end". We can highlight the remote periphery created by other con-
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cepts that can be distinguished as independent mental units: "youth", "old age", "ma-
turity”, "birth", "death", "seasons", "fastness", "slowness" [3, 77].
The structure of the concept "time"
DURATION
PERIOD OF TIME MOMENT CYCLE
Past | Present Future Beginning, | Human life | Life of na-
end ture
Oold Moment of Plans | birth age Seasons:
Endless speech death youth winter
Memory fastness old age spring
slowness maturity summer
autumn

We would like to consider the most interesting units that are connected with
slowness and fastness.

In the phraseological group "fastness-slowness" that covers such denotative ar-
ea as a character of the passing time, in English and Spanish languages we often en-
counter phraseological units with negative connotation:

° a paso de tortuga — be slow off the mark

° Mi padre siempre ha conducido a paso de tortuga, de manera que,
cuando tbamos de vacaciones al pueblo, el viaje se hacia interminable.

° The pursuit was a bit slow off the mark because the boss was not there to
give orders.
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We can say that in these cases, the phraseological system of these languages re-
flects the Western European stereotype of the concepts of flying time, which is a
well-known statement "Time is money". Time is considered as a resource, along with
money, and due to the fact that the time is given equally to each one, the problem is
not how much time we have, but how we use it.

There are some phraseological units that characterize the speed in a positive
way, especially in English culture, where every second is valuable: delay is tanta-
mount to death, smb.is running for all he is worth, show a clean pair of heels, in the
twinkling of an eye, at the drop of a hat, time is money, to put the best leg forward,
flew like a bolt of lightning.

The concept "slowness" as well as the concept "fastness" is also considered in
two ways. Both in English and Spanish "slowly" often means "carefully", "thorough-
ly", "wisely": Rome was not built in a day, slow and sure.

The brightest expression of slowness with a positive meaning can be seen in

Spanish:
° Del afin no queda sino el cansancio.
° Despacio voy, porque de prisa estoy.
° No hay curva mala pasandola despacio.
° Poco a poco se anda lejos.
° El que mas hace, menos alcanza.

After analyzing phraseological units of this group, we can conclude that the
concept "slowness" is more common in English culture because of such personal
characteristics as accuracy, deliberation of actions and absence of haste.

Characteristically, one of the most widespread conceptual metaphors of time is
"time is money" expressed in Spanish through the combination of el tiempo es oro
("time is gold"); in Spanish-speaking cultures this concept has another meaning.

The time for the Spaniards is valuable, not because it allows you to do some-
thing, but because it can be spent in a good way, not necessary productive, but with
pleasure. Time is a process of experimenting with life. There is some time for work,
but not a lot of, time for leisure and time for celebration:

° Disfruta, come y bebe: que la vida es breve, that means enjoy, eat, and
drink because life is short.

So, the concept "time" is a multidimensional mental form encoding knowledge
about traditions, customs, everyday culture, everyday behavior, norms of time con-
suming. After the comparative analysis of phraseological units, that reflect the time in
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Spanish and English languages, we discovered that the attitude to time is of great im-
portance in both cultures. In both cultures there is awareness that everything is flying
and all has its own limit.
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LINGUISTIC PECULARITIES OF THE STORY «THE HORSES OF
DIOMEDES» BY AGATHA CHRISTIE

To start with it is necessary to accept as an axiom the following opinion: read-
ing is a mystery of the secret, the desire for understanding, and the attachment to the
author’s self.

Linguistic analysis of the text allows each participant of this process to make
their small «discoveries». Linguistic analysis of the text as a separate educational dis-
cipline has a direct bearing on the linguistics of text, stylistics, and the theory of liter-
ature. It appeared in the 60s of the XX century, although its origins date back to an-
cient Greece and Rome. Thin observations of the text were already done by the lin-
guists of the Ancient East and the Old Indian scholars, who studied linguistics and
poetics in detail. The subject of reviewing the linguistics of the text is the coherent
text as a linguistic and speech unit of a particular level, its construction, and the sub-
ject of consideration of the style — functional language styles, as well as linguistic
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means of creation at different language levels of one or another style, which is also
closely related to the text [3, 9-11].

The criteria of linguistic analysis of the text, and in general the concept of the
text and its features is quite controversial. The methodological and methodical as-
pects of the analysis of the text are highlighted in the works of such researchers as
N. D Arutyunova, Ye. V. Goloborodko, A. A Zagnitko, N. N. Zarubina [1,17].

Without a doubt, one can conclude that Agatha Christie has its own special and
even unique style of writing detective novels. Agatha Christie has invested in the
texts of her works all the soul, that is why they touch the reader so much and hold on
to the last breath.

The world of Christie’s novels is the world of provincial England; her paintings
and scenes drawn to ordinary essays, the heroes of her books are doctors, lawyers,
merchants, sometimes actors or artists, owners of small estates, officers and retired
military men, lackeys, maids. In this environment, under the cover of external well-
being and decency, their secrets are hidden; prose of everyday life explodes in a
committed murder; everything comes in motion, the story of a detective begins to un-
fasten. The reader is attached to what is happening, following the course of events
with great attention [2, 11].

The detectives of Agatha Christie have totally different linguistic peculiarities.
The eighth story in the collection "Feats of Hercules" became a short story “The
Horses of Diomedes”. The statement is from the author herself, that is from a third
person. This artistic and linguistic peculiarity of such a form of narrative helps the au-
thor, in this case, to immerse the reader into the inner world of the character, to show
it most deeply and deeply. At the same time, Agatha Christie interprets the behavior
of the heroes, giving them an appreciation and commentary.

The narrative begins with the dialogue, or more precisely from Mr. Stoddard’s
phone call to Hercule Poirot, with the request for help. Such a psychological tech-
nique from the first seconds of reading allows you to begin to analyze the inner world
of the heroes, which is a significant difficulty in the narrative from the first person:

«The telephone rang.

‘Hallo, Poirot, is that you?”’

Hercule Poirot recognized the voice as that of young Dr. Stoddart. He liked
Michael Stoddart, liked the shy friendliness of his grin, was amused by his naive in-
terest in crime, and respected him as a hard-working and shrewd man in his chosen
professiony [4, 263].
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Indeed, even in these short phrases, which we find at the beginning of the sto-
ry, we can easily understand what character he is and all because the author gives us
his comment and attitude. Recently, such linguistic technique is called "self-search",
it is thanks to it we begin to think about the further developments in the story.

Moreover, Agatha Christie uses only positively colored vocabulary. Such a lin-
guistic method adjusts the reader to a positive state. The reader understands that de-
spite the course of events in the work, the author will complete the story with a happy
ending. Undoubtedly, it’s worth noting how the author transmits the Stoddard defect
in a masterful way, namely stuttering: «/ suppose it would be a fulc-c-cheek if laskedy
out ocomeroundat this time of night. . . B-b-but I'min a bit of aj-j-jam.'» [4, 263-264].

Using this kind of alliteration causes double emotions in the reader, but, as a
rule, the author does not answer the question, the reader must decide for himself how
much more interesting.

The story of “The Horses of Diomedes” reflects the sequence of events. This is
a text that contains a statement about the progressive states and states in time: «Her-
cule Poirot walked along the dark Mews looking up at the numbers. It was past one
o'clock in the morning and for the most part the Mews seemed to have gone to bed,
although there was still lights in one or two windows. As he reached 17, his door
opened and Dr. Stoddart stood out looking » [4, 264].

It is thanks to this that we immediately distinguish the leading idea of the story,
namely the disclosure of the crime that has occurred. The notice of the variables of
action in the text is provided by the rhetorical components that are procedural in na-
ture, due to the semantic load of the verbs: « They started this party on cocaine, to be
exact"; "Hercule Poirot's eyebrows rose» [4, 265-266].

In these lines we really see that the load occurs on the verb to show the course
of events and pay attention to the emotional component of the heroes, which is im-
portant, because due to such emotionality, the heroes are revealed to the fullest.

The vocabulary is stylistically coloured and aimed at creating feelings from the
reader: «Mrs Gracehad a violent quarrel with her boyfriend, an unpleasant person by
the name of Hawker. Result, he walked out of her then and there, and she leaned out
of the window and took a pot-shot at him with a brand-new revolver that someone
had been fool enough to giv ehery [4, 265].

In Poirot’s language we encounter medical vocabulary, in describing the ef-
fects of the use of cocaine: «Cocaine is a stuff that starts off making you feel just
grand and with everything in the garden lovely. It peps you up and you feel you can
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do twice as much as you usually do. Take too much of it and you get violent mental
excitement, delusions and deliriumy [4, 265].

The linguistic characterization of Poirot gives it a Belgian that speaks French
better than English. His speech is filled with French words in those cases where they
best express his emotions: «Poirot said with a little smile:'Les femmes - whatever it is
- they always want it now, do they not?"; "Precisely, mon chery [4, 285-286; 289].

It should be stated that in the story called «The Horses of Diomedes» there are
so many linguistic facts, it is only necessary to plunge into the world offered by the
author and you will wrap up unsurpassed jargon, graceful epithets, incredible meta-
phors. Undoubtedly, the style of Agatha Christie is quite expressive, despite the use
of long established rules of the detective genre, she, as the author, makes adjustments
and as a real woman does it with charm.
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O.K. Marroxosa, I.I1. Caxno

ROLLE VON PHRASEOLOGISMEN IN DEN WERBETEXTEN

Phraseologie ist einer der faszinierendsten und unterhaltsamsten Bereiche der
Sprache, und Werbung ist auch ein relativ neuer und sich aktiv entwickelnder Bereich
des modernen Lebens. Primdre Funktion der Werbung ist vor allem, Aufmerksamkeit
zu wecken. Die Phraseologismen helfen bestimmte Eigenschaften des Produkts her-
vorzuheben, zum Beispiel die Einmaligkeit und Faszination, die Fortschrittlichkeit
und innovativen Charakter des Produkts oder dessen zuverlissige Qualitit.

Phraseologie ein umfangreicher und komplizierter Bereich in der Sprache. Vie-
le Forscher befassen sich mit diesem Aspekt des deutschen Wortschatzes. Es gibt
verschiedene Klassifikationen der Phraseologismen [2, 3]. Das Hauptziel der vorlie-
genden Forschung war es, zu untersuchen, in welcher Funktion Phraseologismen in
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den deutschen Werbeslogans vorkommen und ob die Werbung durch dessen Ge-
brauch wirklich an Ausdruckskraft und Beeinflussungspotenzial gewinnen kann. Das
Ziel war auch festzustellen, wie die Phraseologismen mit der Zielgruppe der Wer-
bung verbunden sind.

Das Wort werben stammt aus dem althochdeutschen werban ,,sich wenden®.
Daraus entstand die jetzige Bedeutung ,sich bemiihen um etwas®“. In der heutigen
Sprache existieren fiir den Begriff Werbung Synonyme wie z. B. Reklame, Offent-
lichkeitsarbeit oder Verkaufsforderungsmaffnahmen, die sich aufgrund verschiedener
Zielrichtungen der Werbemafnahmen unterscheiden. In den Werbetexten kommt eine
besondere Rolle den sogenannten Werbeslogans zu.

Man unterscheidet folgende Teilbereiche der Werbung: die Wirtschaftswer-
bung, politische, religiose und kulturelle Werbung [1]. Was die Werbung im Bereich
des Tourismus betriff, soll man sich daran erinnern, dass es so wichtig fiir diese Wer-
bung ist, die Motive des Vertrauens, der Zuverldssigkeit, der Autoritit der Firma zu
hervorzuheben. Denn der Abnehmer vertraut seine Gesundheit und sein Leben dem
Reiseveranstalter. Darum ist es dabei wirklich wichtig passende und iiberzeugende
Slogans zu haben. Als Beispiel kann man das Netzwerk von Reisebiiros " Im Galopp
durch Europa" in der Ukraine anfiihren. Diese Phraseologie entstand als Verspottung
zahlreicher Touristen, die im 19. Jahrhundert in riesigen Menschenmengen durch so
genannte fremde Orte reisten, und taten es so schnell, dass sie nicht die natiirliche
Schonheit genieBen konnten, und beurteilten ihre Eindriicke als kenntnisreiche Men-
schen. Der Phraseologismus "Im Galopp durch Europa" bedeutet, ,etwas schr
schnell, nicht qualitativ und oberflichlich zu entscheiden, durchzusehen. Meiner
Meinung nach ist dieser Name nicht erfolgreich, weil es eine negative emotionale Be-
lastung trigt. Einige Verbraucher konnten ihn mit schlechtem Tourismus, mit Eile
und Eitelkeit in Verbindung setzen.

Bei slogans.de kann man viele Werbeslogans mit Phraseologismen finden.
Analysieren wir nur einige davon. Ein milchverarbeitendes Unternehmen Allgéuland
hat einen Slogan «Von Milch bis Kdse, alles erste Sahne». Alle wissen,
erste Sahne bedeutet sehr gute, sogar hochste Qualitit. Und solche Werbung hat
wirklich Einfluss. Der Spezialkdse wurde zum Qualitdtsbegriff und Ende der zwanzi-
ger Jahre galt als grofter Erzeuger von Emmentaler Kése. Parallel dazu begann man
zunehmend zu exportieren, sowohl in die Késeldnder Italien und Frankreich als auch
in die USA.
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Bei dem Konzern Airbus finden wir die Slogans ,,Liebe auf den ersten Flug .
., Passagier-Liebling und Ladenhiiter”. Der vollstindige Werbetext berichtet dar-
iiber, dass der Airbus A380 seit vielen Jahren ist im Einsatz ist. Uber 200 Exemplare
sind weltweit unterwegs. Bei den Passagieren erfreut sich der Flieger grofer Beliebt-
heit. Wer zum ersten Mal mit einer A380 fliegt, wundert sich an Bord iiber das
Raumgefiihl. Mit der A380 ist das Fliegen etwas bequemer geworden - und in den
Business und First Class noch luxuridser. Die Reiseklassen fiir Geschéftsleute befin-
den sich im exklusiven Oberdeck, oft mit Suiten, Duschen oder mit einer Drei-Raum-
Suite ausgestattet, mit Wohnzimmer, separatem Schlafzimmer, Bad und eigenem
Butler. Und das ist wirklich ,,Liebe auf den ersten Blick* fiir jeden Reisenden.

Die Phraseologismen in den Werbetexten sind kontextabhingig. Zu ihren
wichtigsten Funktionen gehdren folgende:

- Aufmerksamkeit des Verbrauchers anzuregen. Dabei spielt der Werbeslogan
eine besondere Rolle;

- den Leser (Horer) zu unterhalten, denn Phraseologismen gestalten einen Text
farbig, abwechslungsreich und interessant. Der Konsument sucht in der Werbung
nicht nur Information, sondern Werbung dient oft auch der Unterhaltung

- positive Gefiihle hervorzurufen;

- das Produkt, seine Vorteile zu présentieren, dessen speziellen Nutzen
hervorzuheben;

- an das Produkt auch nach bestimmter Zeit zu erinnern;

- bildhafte, ungewohnliche und heitere Werbetexte

- Gefiihl der Vertrautheit zu erwecken. Wortspiele und modifizierte Phraseolo-
gismen spielen dabei eine besondere Rolle.

Phraseologismen bieten sich aufgrund ihres groBen Bekanntheitsgrades, auf-
grund ihrer sprachlichen Eigenschaften, insbesondere ihrer lexikalisch-syntaktischen
Festigkeit als geeignetes Material fiir situationsbedingte und situationsgeméfe Varia-
tionen und Modifikationen an. Der Leser kann besser angesprochen und seine Auf-
merksamkeit leichter geweckt werden [3, 5]. Ganz unterschiedliche Phraseologismen
konnen sprachspielerisch verdndert werden. Es miissen viele Elemente zusammen-
wirken, damit ein guter Slogan sich entfalten kann. Prdgnanz, Rhythmus, Reim,
Lautmalerei, Gedéchtnishilfe und Wortspiel sind nur wenige Elemente, die einen
Slogan einem einmaligen und unverwechselbaren Ideentriger machen. Aus diesem
Grund werden die Werbespriiche meist in der Fernsehwerbung gebraucht, wo sie
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nicht nur akustisch, sondern auch visuell unterstiitzt und im Bewusstsein verankert
werden [4, 14].

Man konnte annehmen, dass es Unterschiede zwischen den Werbebildern von
Miénnern und Frauen gibt [5]. Die Welt des Automobils ist eine Ménnerdoméne, was
bereits in der Kindheit mit dem Klischee, dass Jungen am liebsten mit Autos und
Médchen mit Puppen spielen beginnt und man spéter in unserem Alltag wiederfindet.
Heute tauchen Frauen héufig als die fleifige Hausfrau, die fiirsorgliche Mutter oder
einfach die Frau, die die Idylle des Familienlebens in vollen Ziigen genief3t, oder die
jungen hiibschen Frau und Méidchen, alle von ihnen interessieren sich fiir Kleidung,
Kosmetik, Parfums. Z.B. die Werbung der Pflegecreme fiir das weibliche Geschlecht,
die vieles verspricht. Das Produkt ist ,, Besser als je zuvor*. Mit Plus fiir ihre Haut
meint man beim Wort Plus nicht das Mathematikzeichen, sonder etwas Gutes, Ge-
sundes und Natiirliches fiir ihre Haut. Wenn sie diese Creme verwenden, tun sie et-
was Gutes flir ihre Haut und versorgen sie mit reichhaltigen Zusatzstoffen, die ihre
Haut jung , frisch und gesund machen. Das dieses Produkt eine bessere Wirkung
als die Produkte zuvor hat, wird durch den Satz Besser als je zuvor signalisiert. Es
werden Adjektive verwendet wie besser und neu, um auf die positiven Eigenschaften
des Produkts hinzuweisen. Diese Werbung hat eine Appellfunktion, die sich auf die
weiblichen Kéaufer richtet, die eine Gesichtscreme kaufen wollen, die ihre Haut zart
macht und sie jung und frisch hilt. Die Werbenden appellieren an die weiblichen
Bediirfnisse nach Jugend und Schonheit.

Wenn wir unsere heutige Gesellschaft betrachten, dann bemerken wir, dass
sich die meisten Ménner fiir Autos interessieren und Autos allgemein in den Ménner-
bereich gehoren. In einem Automagazin werden vor allem Eigenschaften wie Erfolg
oder Sportlichkeit dargestellt, weil das die Leser interessiert. Mit der Werbung des
Autos ,,Der Golf unter den Kombis. Der neue Golf Variant,, wird um ein typisches
Miénnerprodukt geworben. Das Auto ist schlicht und modern. Diese Modernitit wird
auch durch neue Golf Variant betont. Das Firmenlogo verbindet die Rezipienten mit
Konnotationen wie Qualitdt, Sicherheit und Tradition. Mit der Schlagzeile der Golf
unter den Kombis will man den Rezipienten sagen, dass es sich um das beste Kom-
bimodell handelt, das derzeit auf dem Markt zu finden ist. Das Wort Kombi tréigt ei-
nige Konnotationen mit sich wie Bequemlichkeit und Gréfle. Grole Autos sind be-
sonders bei dem ménnlichen Geschlecht beliebt. Der Sprachstil ist schlicht, ohne ver-
schonernde Worter, die Sétze sind knapp und einfach.
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Die Werbenden miissen eine bestimmte Zielgruppe festlegen, die sie erreichen
wollen, damit sie wissen, wie sie dic Werbung gestalten sollen und welche Werbe-
mittel sie verwenden werden, um am wirkungsvollsten zu sein.
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M. S. Niemkovych, N. M. Semeshko

STYLISTIC ANALYSIS AND INTERPRETATION OF AN ARTISTIC
TEXT

Stylistics of language is a stylistic language material in all its styles and genres,
perfection of stylistic functions of each linguistic unit, its ability to express the full
range of thoughts and feelings that are necessary for those who use this language.

The question of the style of speech is inseparable from the definition of stylis-
tics, which summarizes the features of all language styles. Today, everybody admits
that style is a functional type of a literary language, its modification in accordance
with the sphere, conditions and forms of communication (oral, written) [3,7]. The in-
terest of linguists in the study of text reflects the tendency of modern stylistics, which
emphasizes the transition from learning the language as an abstract system to study
its functioning as a means of communication.

Such researchers as Sergey Yermolenko and Pavlo Dudyk state that stylistic
analysis of the language is the definition of the functions of linguistic units, that is
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detection of certain stylistemes that are communicatively unequal and are differently
perceived and used by speakers [3,9]. Stylistic analysis is a kind of continuation of
any other linguistic analysis (phonetic, phonological, morphemic, syntactic, morpho-
logical, lexical, etc.), because it does not have its own stylistic units of language, that
is linguistic units that would only be stylistic. Stylistic units of language exist only in
unity with other linguistic units — phonetic, grammatical, which are always material
by their essence. For example, phonemes are created (materially, physically and
physiologically) by the speech human organs, therefore they can be perceived by the
ear, and their functions (stylistic functions, stylists) are the property of each of the
linguistic units [5,27]. Consequently, the stylistic function of all components of the
language always has a material foundation, created by it and is realized with it.
Therefore, the stylistic analysis of all linguistic units is always final. It peculiarly
completes phonetic, morphemic, lexical or any other analysis and therefore needs
knowledge of all linguistic disciplines that relate to a particular language [5,28].

The problem of stylistic analysis of an artistic text deserves to be asked due to
the fact that stylistic analysis is one of the most complex and problematic forms at the
present stage of the development of functional stylistics. In the process of analysis of
an artistic text, attention should be paid to the disclosure not only of the content of the
passage, but also to the author's intention. It is important to explain the choice of vo-
cabulary, to highlight the stylistic techniques of the writer, to consider the grammati-
cal organization of the text, to express your own point of view about the text.

Stylistic analysis of the text gives an opportunity to understand the content of
the text more clearly and evaluate one or another passage. In I. R. Galperin’s opinion
conduction of the stylistic analysis of an artistic text begins with analytical reading
and has three main stages: active reading; comments and drafting of stylistic analysis
according to the following plan:

1). Information about the author (short biography, main stages of life, world
outlook, main works, definition of the place of the investigated fragment in the crea-
tive activity of the author, short presentation of the text).

2). The main characters and their characteristics.

3). The main idea of the text.

4). Definition of linguistic style and form of expression.

5). Characteristics of the vocabulary of the fragment being analyzed — that is
lexical analysis.

6). Characteristics of stylistic devices used by the author, — stylistic analysis.
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7). Characteristics of grammatical means - grammatical analysis.

8). Evaluation from the point of view of cognitive, aesthetic, educational pur-
poses; general thoughts about the given text [4,41].

The study of an artistic text as a unit of speech communication involves not on-
ly the analysis of the internal structure, but also the factors that determine the text or
part of it in the actual or depicted situation in which the characters act. It involves the
simultaneous identification of such a correlation of semantics and the structure of an
artistic text, which determines not only the formation of meaning but also the
achievement of the ultimate goal of the communication itself, that is, spiritual or
physical influence on the readers in the process of their speech activity (in the ex-
change of thoughts, information) when communicating characters. The anthropocen-
tricity of an artistic text is determined by the interaction of the addressee — the writer
through the system of characters created by him with the addressee — the read-
er [4,28]. The artistic text does not represent reality as it is, but rather "simulates" it.
Unlike non-artistic text, messages in artistic text have a different intention, although
both have common language means [5,62]. But if the artistic text doesn’t tell us facts
identical to their verbal notation, then what does it say? And this question is a matter
of interpretation.

Interpretation (explanation) is a figure in which one and the same opinion is
explained by the accumulation of synonymous expressions. It performs semantic and
stylistic functions. Interpretation is a kind of amplification [6].

Interpretation of the artistic texts as a separate science was formed only in the
twentieth century. It became known as "hermeneutics". Interpretation of the text is
the ability to penetrate into the deep essence of the artistic text, the ability to find the
objective reasons for its ideological, aesthetic, educational, emotional influence, the
ability to remove all the various information contained in it. As the Protestant
philosopher Friedrich Schleiermacher said, the main task of this field of knowledge is
"to get into the text so much in order to understand it better than the author him-
self" [1,155]. Usually this science is considered within the framework of philosophy,
but rejecting its independence is meaningless. At all stages of the creation of an artis-
tic text: beginning from the plan, through the process of implementation of the plan,
to the completion of the whole, there is a complex and inseparable unity of subjective
and objective factors that ensure both the uniqueness of each artistic text and its so-
cial aesthetic value [2,217].
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Multidimensionality of interpretations is conditioned by the ability of a person
to feel the diversity and polyvalency of the phenomena of life, on the one hand, and
the desire to apply the same model to the text — on the other. To find out how much
interpretation contributes to the comprehension of the text in general, one must as-
sume that an artistic text itself is informative and meaningful. This is a fact, since the
literary text, like any other work of art is aimed primarily at perception. The specific
text corresponds to a specific psychological reaction; the order of its reading corre-
sponds to the specific dynamics of change and interaction of experiences. That is, the
perception of the text in combination with reading and reaction is a special psycho-
logical process, which implies that the text is not just a set of signs or their sequence,
but a powerful integrated stimulus. In this case, the result of an interpretation cannot
be a message, it is another text with other information, and the properties of an artis-
tic text and the properties of its perception are always in the close causal connec-
tion [2,203].

So, summing up everything written above, it should be mentioned that an artis-
tic text is complex and multifaceted, and the task of its interpretation is to pick out the
maximum of the thoughts and feelings embodied in it by the writer [3,21]. The aspect
of interpretation of the text is very important, because analyzing an artistic text, it is
important to be able to reproduce the world created by the author, to see everything
that lies on the surface of the text and in its depth.
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D. V. Nepyivoda
THE ANALYSIS OF EXPRESSIVE MEANS IN ENGLISH JOKES

The article deagpiimep the investigation of the concept and characteristics of
an English anecdote as a compressed text and analysis of expressive means in English
anecdotes.

Anecdote as a linguistic phenomenon is known for over a millennium. Accord-
ingly, the study of this cultural, literary and linguistic phenomenon is at the center of
the attention of linguistic studies. Anecdote is a brief story about a fictitious situation
about common or socio-political content, with humorous or satirical coloring and an
unexpected witty ending. According to J. Raskin, "anecdote is the concentrated wis-
dom of people. Only in an anecdote one can find the only correct answer to any ques-
tion in the field of politics, economics, pedagogy etc" [3, 38]. Nowadays, in linguistic
literature it has been noted that anecdote is the most common genre of urban folklore.
The mentality of the people, wisdom, wit is reflected in jokes, in jokes the comic sit-
uation is on the verge of reality and the impossible. Anecdote is an internal speech
genre that makes conversation intense and rich, and makes it artistically convincing.

Anecdote is a kind of' a compressed text. Compressed texts are created due to a
combination of objective and subjective factors and they have a wide area of func-
tioning. While forming a compressed text a quantitative reduction of speech occurs
due to the use of different graphic shortenings, ellipsis, extra lexical and syntactic
units, underlying semantic transformations, symbols. The aim of a compressed text is
to transfer important information in minimum scope.

Expressive compressed text occurs in some cases as a result of a peculiar com-
bination of linguistic and extra-linguistic factors in written communication and it is a
special linguistic combination, namely the text, created as short one. The compressed
text is a special linguistic phenomenon, which is a shortened version of a particular
full test. Such texts are inherent in all language styles and are very diverse [2, 39].

Anecdote as an expressive compressed text has the following characteristics:
informative brevity, shortness, completeness, easiness, dynamic, but at the same time,
accurate and complete plot.

Expressiveness is a stylistic feature of anecdotes and it acts as a category that
unites all the language levels of anecdotes. Expressiveness is the set of semantic and
stylistic features of a linguistic unit that ensure its ability to play the role in a com-
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municative act as a means of expressing subjective attitude of the speaker to a recipi-
ent and the contents [1, 107]. Expressive means allow, firstly, to express the author’s
basis in the text, and secondly, to influence a reader. Expressiveness is what makes
the language more vivid, highly active, deeply impressive [1, 107].

Expressive means can be classified into phonetic, lexical, syntactic, morpho-
logical and stylistic. Among the stylistic means that are used to build English anec-
dotes there are the comparison, metaphor, epithets, litote, hyperbole, irony, sarcasm,
paradox, nonsense, gradation, antithesis, metonymy, oxymoron, amplification, tau-
tology, inverse comparison, pseudo-contrast, hint, false amplification, bringing to the
absurd, mixing styles, pun, double interpretation. Among the syntactic means there
are ellipsis, inversion, aposiopesis, chiasmus, parallel constructions, climax, rhetori-
cal question, separation, amplification, parcellation.

Lexical means are represented by synonyms, antonyms, homonyms, paronyms,
neologisms, occasionalisms, professionalism, historicism. Among phonetic means
there are suffixes, alliteration, onomatopoeia.

The aim of this article is to analyze English anecdotes find out and analyze the
expressive means which were used to build the anecdotes.

1) What are the three quickest ways of spreading a gossip?

. Telegram

. Telephone

. Tell a woman [4].

This example comprises several expressive means. The main stylistic mean in
this joke is hint. Hint at the fact that women are very talkative and like gossips. Also
there is a pun, play on words telegram, telephone and tell a woman. They are similar
in pronunciation and it makes funny effect. Syntactically this anecdote is made in
form of a question and answer. Lexical units participating in the making of the anec-
dote is the adjective in the superlative degree of comparison the quickest.

2) Q: Why is England the wettest country?

A: Because so many kings and queens have been reigning there [4].

First of all, my attention was drawn to the use of the homomyms in this anec-
dote, which leads to a double interpretation, namely, rain — reign. The main means of
creating expressiveness here is pun, a play on words fo rain and rule the country.
Converting the sound similarity of the two English words leads to a comic effect.
Among the lexical expressive means used to construct this joke is the adjective in the
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superlative degree of comparison the wettest. The syntactic feature of this joke is that
it is in the form of question-answer.

3) There are 5 people on a plane: a senator, a model, a 11 year old girl, a war
veteran, and Dubya. The plane starts to crash. Unfortunately, there are only 4 para-
chutes the model says she is too pretty to die the senator says he is too important and
they both take one and jump. Dubya says he is the smartest president that ever has
been and ever will be so he grabs on and jumps. The war veteran is willing to let the
girl go but there is one parachute left. The little girl smiles and says: "The worlds
smartest president took my school bag" [4].

The example has sarcasm, a mockery of the president. The president says he is
the most intelligent of all the presidents who were and will be, but does not grab a
parachute to escape, but a school bag. In addition, our attention is drawn to such a
stylistic device as antonamasia. Antonomasia is a kind of synecdoche and it is formed
as a result of the transfer of a name — renaming. In an anecdote, there is the nickname
of an American former president George Bush. He was called Dubya. The lexical
units that take part in the creation of anecdote is the adjective in the superlative de-
gree of comparison smartest. Among syntactic expressive means in anecdote there is
a direct and indirect speech. Also all sentences are built in the present simple.

Thus, the most frequent expressive means that are used in English anecdotes
are stylistic, syntactic and phonetic expressive means. Namely, among stylistic ex-
pressive means we met sarcasm, pun, play on words and hint. Syntactic means were
expressed by the superlative degree of comparison. Phonetic expressive means were
expressed by alliteration. The most frequent expressive means that we came across in
English anecdotes are pun, hint, sarcasm and alliteration.

Thus, we investigated the concept and characteristics of an anecdote as a com-
pressed text and analyzed expressive means which were used in English anecdotes.
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A. A. Openikina, H. I'. Maxonina

ENTLEHNUNGEN IN DER DEUTSCHEN SPRACHE DES
XX. JAHRHUNDERTS UND IHRE BESONDERHEITEN

Die Sprache ist ein dynamisches System. Lexik ist mehr als jede andere
Sprachebene fir Wandlungen empfinglich [1]. Zu einer der mdoglichen
Verdnderungen der Sprache auf dem lexikalischen Niveau gehdren die Entlehnungen.
Die uns bekannten Sprachen enthalten jede fiir sich eine mehr oder weniger reiche
Auswahl an Entlehnungen. Der Terminus ,,Entlehnung™ gilt als Oberbegrift fiir alle
Arten der Ubernahme sprachlicher Phinomene. Viele fremde Sprachanleihen
verschwinden wieder, aber viele werden dauerhaft in die Sprache integriert.

Im Deutschen machen die Entlehnungen heute einen gehorigen Teil des Wort-
schatzes aus. Im gesamten deutschen Vokabular ist von rund 500 000 bis 600 000
Wortern mit etwa 150 000 entlehnten Lexemen zu rechnen, sodass auf diese Weise
auf drei deutsche Worter je ein entlehntes fremdes kommt.

Es sei erwihnt, dass die Entlehnungen auf der lexikalischen Ebene nicht nur
Lexeme, sondern auch phraseologische Wortverbindungen umfassen, indem fiir die
beiden gleiche Besonderheiten und Tendenzen typisch sind.

Im Rahmen von Entlehnungen kénnen solche Klassen [4, 87] beobachtet wer-
den: Fremdworter (Softie, Marketing, Café), Internationalismen (Theater, Telefon,
Lobby), Exotismen (Karpaten, Kaukasus, Avocado, Mango), Lehnworter (Banner,
Salat, Kreme, Pfaffe), Lehnbildungen (Krafiwagen — Automobil), Lehniibersetzung
(Gevatter — lat. compater; Wolkenkratzer — engl. skyscraper), Lehnwendungen (von
Kopf'bis Fuf3 — from head to foot — des pieds a la tete).

Phonetisch-phonologische (1), orthographische (2) und grammatische (3) An-
passung der Entlehnungen im System der neuen Sprache bestimmt strukturelle Be-
sonderheiten jeder einzelnen Entlehnung.

(1) So tragen alle Entlehnungen in der deutschen Sprache deutlich die Spuren
der Verdeutschung. Z. B. fremdsprachliche sp und sz werden als [[t]: Station und [[p]:
Sport ausgesprochen, der Akzent wird verlagert: dt. discéunt vs. engl. discount. Bei
franzosischen Nasalvokalen ist eine Entwicklung in Richtung der Eindeutschung
zwar feststellbar, es gibt keine nasale Aussprache in Balkon, Salon [3, 177].
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(2) In der weiteren Entwicklung werden héufiger gebrauchte Worter des All-
gemeinwortschatzes auch im sonstigen Schriftbild der deutschen Schreibweise ange-
passt: Akzent statt Accent, Biiro statt Bureau. Worter des Fachwortschatzes oder die
veralteten Worter halten an der fremden Schreibweise fest [2, 179]. Auch nach der
Rechtschreibreform werden die meisten Fremdworter wie bisher geschrieben. Haufig
sind Varianten in der Schreibung zuldssig, z. B. ou oder u (Bravour, auch Bravur),
sch oder ch (Ketschup, auch Ketchup). Die fremdsprachige Schreibweise Joghurt ist
nach wie vor die Hauptvariante und die deutsche Form Jogurt ist auch zuléssig.

(3) Das Lehngut muss ebenfalls von Anfang an grammatisch inkorporiert
werden, damit es normgerecht in die Rede gefligt werden kann. So erhélt ein
Substantiv grammatisches Genus, z. B. das Service als ,zusammengehdrendes
Tischgeschirr (nach dem Franzosischen) vs. der Service als ,,Kundendienst” (nach
dem Englischen). Die weitere grammatische Assimilation von Substantiven erstreckt
sich auf Kasus- und Numerusflexion. Verben und Adjektive werden auch
grammatisch inkorporiert, z.B. googlen — googlte — gegooglt, easieres Leben.

Nur in seltenen Fillen besteht im Gebrauch des Fremdwortes und des
indigenen Lexems kein Bedeutungsunterschied, obwohl es im Deutschen einige
vollsynonyme Oppositionspaare aus je einer Bezeichnung fremder und deutscher
Herkunft gibt: Resultat — Ergebnis, Radio — Rundfunk. Und das bestimmt
semantische Besonderheiten der Entlehnungen. Sie sind ins Leben gerufen, um eine
zusitzliche Verfeinerung des Ausdrucks zu bedingen und jeweils bestimmte
Merkmale des Denotats hervorzuheben, sodass sich schlieflich eine Bereicherung
und Verfeinerung der Ausdrucksmoglichkeiten aus der Konkurrenz ergibt. Vgl die
Paare Team — Gruppe und Exemplar — Stiick. Mit Gruppe wird eine feste Anzahl, mit
Team variable Anzahl der Mitglieder bezeichnet, die Mitglieder einer Gruppe
besitzen vergleichbare Kenntnisse und Fahigkeiten im Gegensatz zu Mitgliedern
eines Teams, wo sie sich beziiglich der Kenntnisse und Fertigkeiten ergénzen. Das
Paar Exemplar — Stiick zeigt, dass sich das Fremdwort und deutsches Wort im
Bedeutungsumfang unterscheiden. Exemplar wird fir Stiicke verwendet, die durch
besondere FEigenschaften auffallen, man trifft es haufig in Verbindungen wie
,,Schones, seltenes Exemplar® (Briefmarken), wihrend kaum von einem ,, Stiick Wurst
oder Kuchen* als Exemplar gesprochen wird. Auch flir andere Bedeutungsvarianten
von Stiick (z. B. ,,Theaterstiick”) kommt Exemplar nicht in Frage.

Aufgrund der Konkurrenz mit einheimischen Begriffen vollziehen manche
Fremdworter ihre postintegrative semantische Modifikation, die sich iiberwiegend
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durch Bedeutungserweiterung bzw. -verengung kennzeichnet. Das bereits vor 1945
entlehnte Lexem Boom erfuhr eine Bedeutungserweiterung nach englischem Modell
und bildete immer hdufiger Kompositionen: Baubomm, Buchboom. Vor allem in
Verbindung mit Eigennamen erweist sich die neue Bedeutung als produktiv.

Eine Bedeutungsverengung zeigt die Entlehnung aus dem Englischen Ticket, da
das Deutsche im entsprechenden Wortfeld ein reiches Synonymangebot besitzt. Die
Bedeutung ist auf Flugkarte beschrankt, wahrend im Englischen noch ein breites
Anwendungsspektrum existiert.

Die Formverdnderung des Fremdwortes suggeriert auch
Bedeutungsdifferenzierungen selbst an diesem Begrift: Fan intendiert den Fanatiker
bei Sport, Musik und Tanz nicht aber im religiosen oder politischen Bereich. Bei
fehlender Durchsichtigkeit (Motivation) eines Wortes und lautlichem Anklang an
andere = Worter wird sekunddr aus  volkstimlichem  Erkldrungs- oder
Motivationsbediirfnis heraus eine neue Motivation des Wortinhaltes geschaffen. Eine
Bedeutungsverschiecbung erfuhr beispielsweise das Lexem Tourist aufgrund
amerikanischer Interferenz: Gemeint ist jetzt der Reisende schlechthin® [5, 56].

Die griindliche Untersuchung der Entlehnungen in der deutschen Sprache des
XX. Jahrhunderts ist unmoglich ohne Riicksicht auf ihre kommunikativen
Funktionen. Neue sprachliche Einheiten in der deutschen Sprache sind in den Texten
verschiedener Stile gebraucht, wo sie sowohl rein sprachliche, als auch stilistische
Funktionen erfiillen. Funktionen der Entlehnungen in den Texten verschiedener Stile
stellt die Perspektive dieser Forschung dar.
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A. P. Peremetko

MULTICULTURAL ASPECT OF TEACHING ENGLISH IN THE CONTEXT
OF HIGHER EDUCATION

Today, in the time of global communication, the issues of cultural relations are
especially relevant and the problem of other cultures’ investigation is emphasized
together with the importance of the ethnical and cultural identity preservation. There-
fore, the maintenance of the cultural diversity is one of the most important tasks of
the modern education. Cross-cultural education is directly aimed at the attainment of
this purpose.

Language is no longer considered only as an instrument of information trans-
fer, it is also a social value. Thus, teaching languages is viewed as a means of cultural
education. In terms of multiculturalism, the purpose of foreign language teaching is
not only the acquisition of communicative competence, but also the broadening of the
students' outlook.

The important condition of multicultural education in Ukraine is the establish-
ment of a democratic culturally unbiased society, that rejects chauvinism, racism,
ethnic egoism and is open towards other countries, nations and cultures, advocating
the education in peace and equality.

In the last twenty years the notion of multiculturalism has become an object of
intensive study for numerous scholars such as J. A. Banks, C. I. Bennet,
C. E. Sleeter, C. A. Grant, N. Gorbunova, N. Ivanets and others whose works empha-
size the importance of cultural development of the students and offer a very extensive
and accessible review of the basic principles and peculiarities of the multicultural ed-
ucation.

The topicality of the given research consists in the necessity of consideration
and further studying of multiculturalism as cultural development, building of cultural
awareness and tolerance are of vital importance in terms of the education process.

The purpose of this article is to investigate the theoretical background of mul-
ticulturalism, its goals, consider the peculiarities of cross-cultural education and ana-
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lyze the multicultural aspect of teaching English in higher educational establish-
ments.

Although many authors offer their definitions of multicultural education, there
is no commonly agreed definition. Literally it means the individual process of
knowledge acquisition, the formation of the relations or behavior through the interac-
tion with different cultures [6, 30]. C. I. Bennet describes it as teaching and learning
underpinned by democratic believes and values that assert cultural pluralism in cul-
turally diverse society [3, 3]. J. A. Banks offers the most extensive vision of multi-
cultural education defining it as an idea, an educational reform movement, and a pro-
cess whose major goal is to change the structure of educational institutions so that
male and female students, exceptional students, and students who are members of di-
verse, racial, ethnic and cultural groups will have an equal chance to achieve academ-
ically in educational institutions [2, 1] .

The main aim of cross-cultural education is to form a tolerant individual, who
is able to actively interact with the representatives of other cultures during the dia-
logue. Multiculturalism in education presupposes the realization of the principle of
cultural pluralism; acknowledgment of equipollence and equality of all the ethnic and
social groups and the prohibition of the cultural, age, sex, national or religious dis-
crimination [1, 408].

Multicultural character of education includes the following components: educa-
tion for citizenship and willingness to actively participate in society, promote the con-
tinued development of society, democracy, understanding, conservation, learning the
local, international and historic cultures in the context of cultural pluralism, education
ability to protect and enhance social values laying the foundation of a democratic so-
ciety [4, 4].

C. E. Sleeter and C. A. Grant [5] distinguish between five approaches to multi-
cultural education which differ quite significantly. These approaches include human
relations, teaching the culturally different, single-group studies, multicultural educa-
tion and education that is multicultural and social reconstructionist.

The human relations approach aims towards sensitivity training and teaching
that "we are all the same because we are different”. The aim of this approach is to
improve feelings and communication in the classroom [5, 57] through the develop-
ment of stronger interpersonal relations and prejudice reduction. The teaching the
culturally different approach focuses on enabling students to succeed in learning the
traditional curriculum in traditional classrooms and to be successful in the existing
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society [5, 12]. The multicultural education approach attempts to redesign classrooms
and institutions to model an unoppressive, equal society, which is also culturally di-
verse [5, 163]. The single-group studies is the examination of a single culture or iden-
tity group. It promotes identification with and solidarity among members of the spe-
cific ethnic or gender-target group [5, 74]. Finally, education that is multicultural and
social reconstructionist approach prepares students to be active citizens, building a
world without oppression that meets the needs of the full diversity of humanity, pro-
claiming equity and justice [5, 201].

After joining the Bologna Process, that proclaims cross-national cooperation
and the exchange of education experience, Ukrainian Ministry of Education and Sci-
ence put special emphasis on multicultural education of students. Therefore, contem-
porary English language syllabi for higher educational institutions highlight not only
the attainment of communicative, linguistic, cognitive and other competences but al-
so the socio-cultural one. As a result, students will develop a broad understanding of
important international socio-cultural issues in order to operate appropriately in cul-
turally diverse professional and academic environments. The syllabi comprise the list
of authentic coursebooks and additional materials to promote the development of the
students’ competences. Such type of materials is especially important not only for the
productive language learning but also for the cultural enrichment of the youth. They
familiarize the students with different accents spoken around the world and establish
a tolerant attitude towards the representatives of other nations. In addition, the topics
such as Traveling, Places to visit, Great Britain and its cities, Culture of Great Brit-
ain, The cities of Ukraine and the CIS, Cuisines, British and Ukrainian histories and
many others, are put forward to extend the youth’s knowledge of various cultures
around the world, motivate the students and inspire them to further investigations into
the issues of multiculturalism.

The obvious conclusion to be drawn is that it is important to consider multicul-
turalism as one of the most crucial aspects of modern teaching. It should be by all
means implemented and considered in a more precise way in the contemporary edu-
cation process as with the increasing role of globalization and cultural pluralism the
students need to be taught interpersonal respect and cultural tolerance.
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L’ETUDE DE LA PARTICULARITE PHONETIQUE DE LA VARIETE
QUEBECOISE DE LA LANGUE FRANCAISE (DANS LE CADRE DE LA
PHONETIQUE HISTORIQUE)®

La langue francaise est I'une des langues internationales ou mondiales, qui
occupe le sixiéme rang, aprés l'anglais, le chinois, I'espagnol, le russe et I'arabe. Elle
est représentée sur les cing continents et y exerce des fonctions de langue officielle,
nationale, de langue des sciences et de littérature [3, 6].

Pendant une longue période de coexistence de la langue frangaise avec les
langues locales de différents pays, elle a subi certains changements non seulement
dans le vocabulaire, mais aussi dans la grammaire et la phonétique, qui ont mené a la
formation de ses variétés séparées, telles que: le francais algérien, le francais
valdotain, le frangais québécois, etcetera.

Dans le cas du frangais québécois, nous le considérons comme une variété
linguistique du francais née et développée suite a ses variations diachroniques et
diatopiques internes. Le concept de «variété» est lié a la notion de la variabilité,
définie, d’une part, comme aptitude d’une langue a subir les modifications et d’autre
part, comme I’ensemble des variations internes (au sein d’une langue) ou externes
(entre les langues). En parlant surtout des variations externes il est nécessaire
d’évoquer le terme «l'invarianty comme un outil théorique permettant de trouver les
valeurs fondamentales (unifiantes) du fonctionnements de différentes unités
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linguistiques. La dichatomie du sens du terme de la variabilité se traduit en ukrainien
par deux notions: « BapiaTMBHICTH » pour la premiére signification et
« BapiaHTHICTH » pour la deuxiéme. Notre intérét est porté a la deuxiéme comme au
résultat des variations d’une certaine langue qui se manifeste dans la formation de
vari¢tés individuelles de la langue [1, 79].

Comme le frangais du Québec n'est pas une langue distincte, mais seulement
une variété¢ nationale du frangais, il s'ensuit que sa norme linguistique est le frangais
standard, c'est-a-dire le francais de référence. La norme linguistique dirige les
systémes phonétique, lexical et grammatical, en tenant compte des caractéristiques
socioculturelles de ce territoire [4]. Ainsi, les québécismes et les anglicismes, qui
caractérisent cette province, sont pris en compte dans le processus de codification.

Malgré le processus d'unification et de rapprochement de cette langue de la
norme de Paris, il existe trois niveaux de langue frangaise au Québec:

1. Le frangais standard, l'usage duquel est propre a des immigrants
francophones.

2. Le québécois standard, qui est parlé par la population instruite, les
intellectuels.

3. Le québécois sous-standart, caractérisé par la présence des particuarités
dialectales, apparues au cours du développement historique.

La langue québécoise standard a connu un chemin difficile de développement
et d'établissement dans la province. Elle a été formée sur la base des langues des
tribus locales, du frangais et de I’anglais. Pour mettre en évidence 1’évolution de la
variété québécoise du francais nous avons élaboré une périodisation distincte qui
compte 5 périodes et dans laquelle on met I'accent sur les événements historiques,
qui ont eu un impact significatif sur la situation linguistique du Québec:

1. Le XVI siécle — I'entrée de la langue frangaise sur la péninsule de Gaspé
(sous formes des noms des licux frangais).

2. Le XVII siecle : la formation et I'unification du frangais populaire et son
utilisation dans les sphéres administratives, spirituelles et militaires :

3. La premiere moitié du XVIlle siecle : l'apparition de trois groupes
linguistiques distincts de la population francophone:le francais de I'Est, le frangais
central et le frangais de I'Ouest. Le commencement de I'utilisation dans la langue de
la population canadienne des traits des régions nord-ouest et parisiennes.
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4. La seconde moiti¢ du XVIlle siecle —la premiére moiti¢ du XXéme siccle.
Le déclin de la langue frangaise et la perte de sa primauté a cause de I’invasion
britannique. Le statut officiel a c6té de I’anglais mais avec I’utilisation minimale.

5. La deuxiéme moiti¢ du XX siecle: le progrés pour le frangais : I’obtention du
statut officiel dans la province de Québec par la Charte de la Langue francaise
(1977), la normalisation du frangais québécois par le purisme linguistique.

Alors, dans le processus d'étude du développement historique de la province
nous avons constaté que la variété québécoise avait ét¢ formée sur la base des
dialectes frangais des XVII - XVIII siécles. Par ailleurs, a la différence de la langue
francaise de la France moderne, la langue québécoise se développe sous la pression
du pouvoir anglais et dans le contexte anglophone. Dans cette recherche on
échaufaude une hypothése que le fonétisme de la variété québécoise du frangais est
plus et avant tout le fruit de I'influence du francais dans son état historique (qui est
resté presque sans changements modernes en raison deson isolation de la France) que
de son existence dans I'environnement anglophone.

C’est pourquoi on a analysé¢ en détail les traits phonétiques de la langue
francaise des XVIle et XVIlle siécles, restés dans la variété québécoise en s’appuyant
sur I'ouvrage de C. Paradis et J. Dolbec, qui a pour titre “Les principales
caractéristiques phonétiques du francais parlé au Québec” [5].

Le XVlle siccle, qui est devenu le début de I'immigration de la population
francophone sur le territoire du Québec, se caractérise par une grande variété de dia-
lectes en France, qui, a leur tour, ont des traits distinctifs, assimilés par la population
locale. Par exemple:

L. Le [€] ouvert, qui commence a se prononcer comme [a] dans une syllabe
fermée avant [R], suivi d'une autre consonne. Cette caractéristique est typique pour la
langue frangaise du Moyen Age et y est conservée jusqu'au XVIIe siécle.

Fermer — [fayme] — [fesme] merci — [mawsi] — [mewsi].

2. La palatalisation, c'est-a-dire, le mouillement des sons [t] et [d]; [k] et
[g], qui a caracterisé de différents patois francgais et le dialecte parisien. Cette pronon-
ciation a été populaire dans la région Ile-de-France du XVIléme siecle.

Parti — [pamtfi] — [pamsi];cinquiéme — [s&tfiem] — [sekjem].

3. L'affaiblissement des sons [[] et [3], qui est typique pour le dialecte poitevi-
no-saintongeaises du groupe de la langue d'oil. Ce phénoméne est également répandu
dans le département des Charentes de la Nouvelle Aquitaine en France. On le
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retrouve dans presque toutes les régions du Québec, notamment a Lanaudiére et au
Saguenay-Lac-Saint-Jean:

Biicher — [byhe] — [by ] — [byJe];manger — [mafe] — [mﬁge] —
[masze];cherchait — [hashe] — [faBfe] — [JapfE].

Les influences de la premiere moiti¢ du XVIII siécle incluent:

1. L’affrication des consonnes [t] et [d] est commune pour tout le territoire de
la province de Québec, pas caractéristique pour la variété européenne de la langue
frangaise. Cette tendance a été observée dans I'Ancien frangais.

Tire — [tsis] — [tis];dur — [dzys] — [dys].

2. La diphtongaison des voyelles est le trait qui a ét¢ propre pour I’Ancien
frangais.

Peur — [paces] — [pee: 5] ;neutre — [neeotrR] — [no:tR].

3. La chute de la consonne finale [f], qui caractérise tous les dialectes de la
province moderne de Québec. Il était répandu dans le dialecte parisien du XVI siecle,
mais plus tard a commencé a disparaitre. Au XVIlle siccle, ce phénomene a disparu
de nombreux dialectes frangais. L'apocope [f], s'accompagne d'un changement de la
voyelle [ce] dans un entrepdt ouvert a [o].

Beeuf — [ba] — [beef];chétif — [fetsi] — [fetsif];neuf — [no] — [neef].

Les principaux emprunts du phonétisme anglais ne sont pas nombreux: le son
[dj], [t/] et [h] aspiré.

Le son [dj] n'apparait que dans les unités lexicales empruntées, sans entrer dans
le systéme linguistique de la langue frangaise: jack, jam, job.

Le son anglais [t[] s'adapte régulicrement dans la langue parlée de Québec du
XIX siecle et change sa prononciation en consonne frangaise [[]. Il faut noter que la
particularité de la variété québécoise c’est la préposition chez, qui est graphiquement
transmise comme fchez, soulignant ainsi la prononciation du son anglais [tf].

Le son [h] aspiré au début du mot est prononcé dans tous les emprunts du
XIXeme et du XXeme siecle: hangar [hagar], hdle [hale], heat [hit]. C'est un son
systématique dans la langue de Québec du XIX siécle, comme il a été aussi commun
pour I'Ancien frangais.

La situation linguistique moderne dans la province de Québec se caractérise
par l'unification de la langue qui, aux dépens de la radio et de la télévision, se
rapproche de la langue frangaise standard. Mais malgré ce processus, il existe des ca-
ractéristiques distinctives de ces deux variétés.
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Premiérement, la prononciation canadienne différe dans une certaine monot-
onie due a l'articulation floue. Les consonnes ne sont souvent pas prononcés a la fin
du mot, et les voyelles sont plus ouvertes qu'en frangais. Deuxiemement, en divisant
la phrase en groupes rythmiques, on peut voir une tendance a étendre les syllabes non
accentuées.

Nous pouvons classer les particularités phonétiques modernes qui n'ont pas été
normalisées selon les principes de la langue francaise standard:

1. Les voyelles fermées sont prononcées comme ouvert:

vous avez — [vu-za-ve]; tu es allé — [ty-e-za-le].

2. Le son [e] dans la position avant r est changé en [a]:

merle — [marl]; éternité — [e-tar-ni-te].

3. Les voyelles nasales perdent souvent cette qualité, mais la nasalisation de la
voyelle se produit avant les consonnes nasales:

il aime; il gagne.

4. Dans la phonétique québécoise il y a souvent une chute de la voyelle [e]:

Je l'ai fait de nuit— J’ 'ai fait d 'nuit.

5. A la place du digramme ui dans le processus de la parole, le son [i] qui était
inhérent au dialecte Ile-de-France est utilisé:

Je lui ai donné — j’i ai donné;je puis — je pis

6. La prépondérance de la prononciation du diphtongue oi comme [we], con-
trairement a la langue frangaise européenne, ou la seule variante de ce phonéme est
[wal]:

Boite — [boet];Etoile — [etwel ].

7. L’existence dans la norme phonétique de la variété¢ québécoise des diph-
tongues disparues de la langue francaise standard:

féte — [feit]; caire — [keir].

8. Les changements dans la prononciation des consonnes [t] et [d] sous
l'influence de la langue anglaise. Ces consonnes dans la position des voyelles [i],
[dans], [j] se transforment en affriquées. Ce phénoméne a également été trouvé dans
l'ancienne langue francaise:

tien —t'ien;tu — t'u;viaduc — viad'uc;dimanche — d'imanche [2, 7-9].

Selon les recherches, on peut faire quelques conclusions. D’abord, la
particularit¢ phonétique de la variété québécoise de la langue frangaise consiste en
conservation des traits dialectaux de la France des XVIle et XVlIlle siécles.
Deuxiémement, malgré la colonisation anglaise, la phonétique de cette province a
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subi des changements minimums. Troisiémement, a partir du milieu du XXe siccle,
apres avoir donné a la langue frangaise le statut officiel sur le territoire du Québec, on
a poursuivi une politique du purisme (causant le rapprochement de la langue
québécoise du francais standard). D’ailleurs, la variété québécoise de la langue
francaise prédomine encore parmi la population locale.
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V. Saienko™

LINGUISTIC AND STYLISTIC PECULARITIES IN THE POEMS
“PRIMER FOR BLACKS” AND “RIOT” BY GWENDOLYN BROOKS

The aim of this research is to analyze linguistic and stylistic features in the po-
ems “Primer for Blacks” and “Riot” by Gwendolyn Brooks.

In order to study peculiarities of Gwendolyn Brooks’s poems in detail, we have
employed the methodology of linguo-stylistic analysis.

Theoretical foundations and practical principles of linguo-stylistics analysis
were described in the works of such linguists as B. Larin, V.Vinogradov, G. Vinokur,
R. Budagov, Y. Lotman, and many others.

Linguists note that in the linguistic analysis of literary text one should study the
linguo-stylistic features of a literary work in an organic way with the idea and writing
style of the poet. This forms the basic principle of linguo-stylistic analysis of the text
of an artistic work. In the course of carrying out a comprehensive linguo-stylistic
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analysis of literary work, one needs to study the whole system of linguo-stylistic
means for creating literary images of a certain literary work. That is a systematic and
structural approach to the study of the text and is the second major linguo-stylistic
principle in the study of the language of a literary text.

In the 60's and 70's in the United States on the basis of the massive Negro and
anti-war movement, there was the appeal of many writers to public issues, the growth
in their creativity of socio-critical sentiment, the return to the traditions of realistic
creativity.

For G. Brooks, her religion is “people living” and she saw herself as being a
“very open writer” which she claimed to be the “very essence of writing”. She point-
ed out that many of her poems are autobiographical. She gathered her material from
people who inhabited the world around her. Gwendolyn Brooks had been a prolific
writer, writing on themes that were close to her heart. The themes of Gwendolyn
Brooks span over a large spectrum which includes every facet of living and loving
[1].

Gwendolyn Brooks presented life as she saw it from the windows of her house
in Chicago. She writes that one had to only look out of the window and there was raw
material just without. She saw life straight and steadily. Therefore, her characters are
invested with feelings and emotions.

In general, the early works by G. Brooks is in line with the "universal poetry":
a strict and diverse metric organization, rich allusive material, logical presentation of
the theme, reliance on European tradition. At the same time, her poetry is closely
linked to the Negro tradition, with her musicality and temperament. The Brooks’
theme is a routine, not rich event of the life of Negro America, while this life acts as
the most important part of the inner experience of the author herself.

Starting from the collection “In the Mecca” (1968), whose name is related not
to the Arabic, but to the Chicago "Mecca," huge slums in the Negro neighborhoods.
In Brooks' poetry, a turn is being planned both in poetic techniques and in the under-
standing of traditional issues. The poem becomes more concise, more dynamic and
emotional, frillier is more often used, irony passes into merciless satire, calm, con-
templation changes with intonations angry and passionate. After the performances in
1968, she said: "The poets who happened to be neglected fall into a double test: they
must write poetry and they must remember that they are negros." Growing racial self-
consciousness was reflected in the collections "The Riot" (1969), Family Pictures
(1970), "Solitude" (1971). Brooks proved to be a consistent supporter of M.L. King,
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opposed to any manifestations of racism and does not support extremist movements
that are viewed by her as evil, albeit generated by social injustice and intolerable liv-
ing conditions [1].

We analyzed poems on 4 levels: phonetic, lexical, morphological and syntactic.

The most important is phonetic level because at the heart of it lies the assess-
ment of the text on the subject of the presence of assonances and dissonances, drawn
forms of adjectives, rhythms, alliteration. G. Brook used a great number of phonetic
instruments, for example:

° Alliteration: the rust-red of it [3]; John Cabot, out of Wilma, once a Wyc-

liffe [4];

° Anaphora: is a title,is a preoccupation is a commitment Blacks [3];
° Epiphora: That is their way of lighting candles in the darkness.
A White Philosopher said

‘It is better to light one candle than curse the darkness.’
These candles curse—
inverting the deeps of the darkness [4].

Also, these two poems are written in free verse. It means they do not have any
rhyme but they have special rhythm which makes the poems easy to understand and
to read.

On the lexical level, we distinguished that G. Brooks used everyday language
in her poetry. It should be noted that the author used a lot such words as “Black”,
“Blacks”, “Blackness”. It is all because G. Brooks fought against racism during all
her life. There is even some kind of a palette of colors of skin, for example: black,
white, yellow-tan, deep-brown, middle-brown, high-brown, olive, ochre [3]. The
author wanted to show that, although, the color of the skin is different, people are
equal and have the same rights.

From the morphological point of view, iterations are used to make the lines
more dynamic, attract the reader’s attention. For example: “Gross. Gross. “Que tu es
grossier!” John Cabot” [4].

On the syntactic level, we learnt about the instruments which the author used to
attract our attention. When G. Brooks wanted to emphasize a word or a certain
phrase, she took it in quotation marks and writes capital letters: “is a commitment
Black”; “It’s Great to be white” [3]. Moreover, we distinguished the intonation; it is
expressed in the form of various punctuation marks (exclamation mark):

° “Que tu es grossier!”
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° “Don’t let It touch me! the blackness! Lord!” [4].

At the end of the verses we have some words written in full capital letters. The
author used this technique to draw the attention of the reader precisely to these words,
because they have the basic meaning in themselves. She tried to convey to the reader
that he must be proud of the color of his skin. For example:

° All of you—

you COLORED ones,

you NEGRO ones, [3]

G. Brooks used short sentences specifically to make it easier to understand the
essence of the artistic work that is, on the background of long sentences, the readers
perceive short sentences much easier. Also, they are used to impart dynamism. For

example:
° In seas. In windsweep. They were black and loud.
° And not detainable. And not discreet.
° Gross. Gross.

° The earth is a beautiful place [4].

All in all, linguists notice that in the linguistic analysis of anartistic text one
should study the linguisticist features of an artistic work in an organic way with the
idea and artistic designs of the writer. Different methods of research are used in the
analysis of the text.

In the practical part, we analyzed two poems by Gwendolin Brooks on the
example of Y. Lotman's analysis, which is divided into 4 Ilevels: phonetic,
morphological, lexical, and syntactic.

The manner of writing Gwendolin Brooks is characterized by its diversity. She
uses various poetic forms, various stylistic figures, etc. Critics call Brooks poetry
elegant, but at the same time earthly. She very skillfully combines realism with
lyricism in her writings.

After analyzing two works of art by Gwendolin, we can conclude that the
strength of her poetry is in creating a special rhythm which helps to understand her
poetry much more better. In addition, the author used a variety of literal instruments
which make the poems musical.
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L.Z. Samedova

THE REPRESENTATION OF LEXICAL POLYCULTURAL
PECULIARITIES IN GWENDOLYN BROOKS’ POETRY

The article deals with the study of polycultural peculiarities in the poetry of
Gwendolyn Brooks. The topicality of the research is defined by the fact that polycul-
tural worldview of the literary text has been the major focus of the modern research
for the past 20 years and Gwendolyn Brooks’ poetry makes an interesting back-
ground for the study in this direction.

Gwendolyn Brooks was an American poet, an author and a teacher. She was
the first black author, who won the Pulitzer Prize for Poetry in 1950 for her poem
«Annie Allen». Besides this fact, Gwendolyn Brooks became the first African Amer-
ican woman inducted into the American Academy of Arts and Letters. She is a fa-
mous poet throughout the world because her works display political consciousness,
especially those from the 1960’s and later, with several of her poems reflecting the
civil rights activism of that period.

Having explored the term «polyculturalism» in the article «Concepts of poly-
culturalism as a phenomenon of postindustrial cultural space» by G.S.Trofimova, it
was indicated that polyculturalism is a concept of non-conflict coexistence in one liv-
ing space of many diverse cultural groups. This theory claims respect for differences,
but it does not refuse to seek universality, so the interaction of cultures occurs
through coordination, and not subordination.

It is important for our analysis to define such term as «cultural realia», accord-
ing to G.D. Tomakhin, cultural realities are the names of things and materials of the
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definite nation, historical facts, names of the national and folklore persons, some
mythological creatures and the titles that are unique to certain culture.

In the research we have analyzed the following poems by Gwendolyn Brooks:
«Negro Hero», «Primer For Blacks», «The Blackstone Rangers» and «The Chicago
Defender Sends a Man to Little Rock» because they vividly reflect lexical polycul-
tural peculiarities of American and African American nations.

In the poetry of Gwendolyn Brooks are many metaphors that show us some
specific features of polyculturalism. For example in «Negro Hero»: «is my blood
bright enough to be spilled» [1, 14], the author uses this device in order to talk about
such a big problem in the USA as racism and to invoke self-consciousness of African
American people.

Besides the metaphor, it has been discovered that the anaphora in the «Primer
for Blacks»:«Blackness-/the Black of it,/the rust-red of it,/the milk and cream of
it,/the tan and yellow-tan of it,/the deep-brown middle-brown high-brown of it,/the
«olivey and ochre of it-/Blackness/ marches on.» [2, 12], is employed by the poet
who wants to draw a parallel between different shades of skin of the half-blood Afti-
can American people and to compare colours of the skin of Arabic («olive») and In-
dian («ochre») nations. In these lines G. Brooks implies not only African American
people, but people from all over the world, who have differences but they should be
proud of their nation and not dream about «washingy their skin. We have noticed that
here Brooks writes the word «Black» with the capital letter (in contrast with rust-red,
milk and cream, yellow-tan etc.) in order to show the importance for the lyrical per-
sona of her own African-American identity.

It has been concluded that lexical polycultural peculiarities can be also repre-
sented with the help of the names of historical figures, for example in the poem:
«Negro Heroy» [1, 14], we have come across the name of the first African American
sailor Dorrie Miller, who won the Navy Cross at Pearl Harbor for his distinguished
devotion to duty, showing extraordinary courage and disregard for his own personal
safety during the attack. We believe that the image of this Pearl Harbor’s hero is the
way polyculturalism is reflected in the poetry, representing interconnection between
African American and American culture.

Moreover, the author often uses names of famous people in the history of Afri-
can Americans such as the names of African American founders of The Blackstone
Rangers gang in the poem «The Blackstone Rangers»: «Jeff: Gene. Geronimo. And
Bop.» [3], it was studied that these young people created the gang in Chicago in 1950
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in order to protect social rights of all teenagers on the streets of their city from other
gangs but soon The Blackstone Rangers have turned into the ordinary bandits. In this
way, the author tells us about the historical culture of that time in Chicago.

Having studied this poem, we came across the names of other African Ameri-
can leaders: «Hardly Belafonte, King,/Black Jesus, Stokely, Malcolm X or
Rap./Bungled trophies./Their country is a Nation on no map.» [3], Gwendolyn
Brooks notes that these leaders were «hardly» the voices of the Civil Rights and
Black Power Movements. For example, Belafonte was a singer and an actor who
wholeheartedly used his influence to support Civil Right Movement while Stokely
Carmichael and H. Rap Brown as well as their ideological predecessor Malcolm X
were focused on «Black Power». In this way, the young Rangers are depicted as be-
ing on the periphery of these movements while living in a country within a country.
However, the «nation» occupied by the Rangers is further removed as «Their
country» 18 «on no map».

It has been analyzed that a number of Gwendolyn Brooks’s poems, partic ularly
those written in the years of the Civil Rights movement, highlight major events in the
African American struggle for legal equality, for example the title of the poem «The
Chicago Defender Sends a Man to Little Rock» [4, 32], clearly conveys its historical
context: A reporter from Chicago’s black newspaper, the «Defender», travels in the
fall of 1957 to Little Rock, Arkansas, during that city’s battles over school desegrega-
tion. In the actual historical events, the first nine black students ever to be admitted to
Central High School were forbidden to enter the school by the governor of Arkansas,
who used the state’s National Guard to block them from entering. Hostile mobs from
the community cursed and spat at the children, and they attacked both black and
white journalists covering the incident.

It has been discovered that instead of beginning with descriptions of violence
and hatred, the narrator records the everyday lives of ordinary people who look for
jobs, have babies, repair their homes, and water their plants: «In Little Rock the peo-
ple bear/Babes, and comb and part their hair/And watch the want ads, put repair/ To
roof and latch. While wheat toast burns/A woman waters multiferns.»[4, 32], we sup-
pose that the author tries to present to the audience similarity between African-
American and American people.

Other lines indicate the fact that the lyrical persona in the poem sees the injus-
tice but doesn’t do anything about it: «The biggest News I do not dare/Telegraph to
the Editor’s chair: / «They are like people everywhere.» [4, 33], in our opinion, in
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this way the author tries to express the attitude of the “white” journalists to the prob-
lem of segregation in America.

Furthermore, polycultural peculiarities in Gwendolyn Brooks’ poetry are also
realized through the names of holidays, for example: «/ forecast /And I believe/ Come
Christmas Little Rock will cleave» [4, 32], we believe that this example represents the
fact that African-American and American have the same cultural life.

During the analysis we have found that in the poems of Gwendolyn Brooks
there are many references to music, which is typical of African American people, be-
cause it is this nation which created jazz, which is popular even today all over the
world: «sing/ Sunday hymns like anything» [4, 32].

Having analyzed three poems by Gwendolyn Brooks, we can conclude that the
author represents polycultural peculiarities of African American and American na-
tions as the two cultures, which interconnect with each other but have some differ-
ences in the history and colour of the skin.

In conclusion, it has been discovered that in «Negro Hero» and «Primer For
Blacks», «The Blackstone Rangers», the poet uses the following cultural realia,
which are the names of historical events, heroes, as well as stylistic devices such as
metaphor and anaphora that help to study the problem of self-awareness of the Afri-
can American nation. For example, in «The Chicago Defender Sends a Man to Little
Rock» the author represents polycultural peculiarities by mentioning of a such cultur-
al phenomenon in the 20" century as segregation, using the name of the city in which
a famous historical event happened and the name of the religious holiday, and even
by making references to music which again emphasize the idea that it is unimportant
which race you belong to, we are all individuals but at the same time we have some
similarities, that’s why we should respect each nation and culture that exists in our
world.
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V. V. Samoilenko

THE LINGUO-STYLISTIC PROBLEMS OF TRANSLATION OF THE
NOVEL «THE HUSBAND'S SECRET»

The article reveals the stylistic problems of translation of the novel «The
Husband's Secrety by L. Moriarty. The aim of the investigation is to define the
linguo-stylistic difficulties in translation of the original text into the Ukrainian
language.

The requirements of equivalence in the translation of emotive prose differ
considerably from other styles where form does not fulfill any expressive and
aesthetic function and merely serves to convey the content of the utterance. The main
task of the translator is to create the text as close as possible to the original in terms
of semantics, structure and potential impact on the user of this translation. The main
problem lies in the fact that language analogues cannot always be found between the
English and Ukrainian languages. As a result, the translator should apply translation
transformations, which are considered "on the one hand, as a rephrase of the original
text by means of another language, and on the other — as an adaptation of the text of
the translation to the conditions of perception of the message by the recipient of the
translation" [1].

«The Husband's Secret» has been defined as the detective novel. It is an epic
writing that has a complicated plot and involves lots of important social issues. The
novel consists of a few storylines which are related to the fates of the main
characters. The epigraph to the novel — «To err is human; to forgive divine»
(«ITomusaTHCS BIACTHBO JIFOMASIM; IpolaTu — 6oram») — reflects the main moods of
the book throughout the story.

The main stylistic peculiarities of the novel “The Husband's Secret” that cause
most of the difficulties in the process of transilation are stylistic figures. The novel
starts with the mythological allusion which is to be translated conveying the adher-
ent-strategy. The proper names (Pandora, Epimetheus, Zeus) are transliterated while
the order of words is transferred without transformation. Also, we face the idiom
from the Greek mythology which is translated by complete equivalent: Pandora’s box
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— IManmopuna cxpuHs (mKepeno Beimakux mx). The precise translation of the mytho-
logical allusion is vital due to its connections with the main idea of the plot and char-
acters. Apart from mythological, the novel also contains a double allusion. The time
interval in the novel is presented one week before Easter. Among Christians it is one
of the most important religious holidays throughout the year, which symbolizes the
general revival and renewal of the world. Each day of the Easter week is marked by a
series of events from the life of the heroes, who intermingle with the Christian tradi-
tions and signs. For example, on Easter Thursday a parade of Easter hats took place
on a school stadium. On Good Friday, the day of mourning for the passion and death
of Christ, Rachel ran over a small Polly Fitzpatrick. On Easter Saturday, each of the
heroes is in a difficult moral state. On Easter Sunday, the heroes find rest, they man-
age to overcome all the difficulties they encounter.

The translator should be on alert translating the other number of picturesque
phraseological expressions which are widely spread in the text: “raw beauty — menizn-
pobHakpacay, «much of a muchness — ogHOTO Mip s ITaX», «to be out of the earshot
— BiniTH ganedeHpko». In the novel there also exists an example of phraseologisms
and idioms which do not have traditionally established literary variant in the Ucrain-
ian: “wolf-whistle” — npucBUCHYTH yCIIiT.

While translating a word, word combination or a grammatical phenomenon, it
is necessary to settle the problem what feelings and emotions are connected with the
meaning or sense of the language units. Even the lack of emotional colour is stylisti-
cally of great importance, because it is an indication of the fact that the given word or
grammatical phenomenon is emotionally neutral and this neutral emotional colour
must be preserved in translation [3].

Analyzing the novel, the most spread stylistic devices are comparisons («...he
hadn’t sounded like a British sergeant major» — «BiH HE JIMXOCJOBUB, SIK CTApIINii
ceprkaHT OpuTaHCchKOi apMii») and similes («each word sounded like a block of con-
cretey» — «KOYKHE CJIOBO 3BYJaJlo K OeroHHMI O610K»). While translating both stylistic
devices into Ukrainian, prepositions like and as are translated into «sk». Also, the
construction «as if» is widely spread in the text — «...as if the held the answer» that is
converted as — «...HiOWTO B HUX Oyrna BinmoBine». We face a great variety of asynde-
tons (“It was true, perhaps, that ever since that morning last year she'd been aware of
an underlying sense of fragility, a new understanding that a life of coriander and
laundry could be stolen in an instant, that your ordinariness could vanish and sudden-
ly you are a woman on you your knees...”). The function of asyndeton is usually to
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accelerate a passage and emphasize the significance of the relation between these
clauses. But such long sentences are out of character for the Ukrainian language. As a
result, the sentence can be divided into several sentences: «MoxkJMBO 1 cripaBJii came
3 TOr0 MHHYJIOPIYHOTO PaHKy 1i HE MOJMIIAE MPUXOBAHE BIMYYTTS BPa3JIMBOCTI.
Yirke yCBiTOMIIEHHS TOTO, IO CBIT KOPEAHIPY...»

To emphasize the ideas, the author uses repetition — «Fifty thousand cardboard
boxeshad rolled off... Fifty thousand perfectly purple...» The translator has to pre-
serve the rhythm and order so the given anaphora is translated without any changes.
The same is about chiasmus — “If Will could fall in love with Felicity, if Felicity
could fall in love with Will...” — “Mosxe Yimr 3akoxaBcs y Demiciti, Moxe Demiciri
3aKoxanacs B Yiuia”.

There are some specific problems of translating the epithets. They do not al-
ways coincide with their combinability in the Ukrainian or Russian languages on ac-
count of differences in their semantic structure [2]. Taking into consideration all the
above, the expression «wounded face» is a metaphorical one and cannot be translated
in its direct meaning. The translator chooses the appropriate variant to preserve emo-
tional characteristic — «o0paxene oOsmuusi». The word «wound» combines with a
number of nouns, while in Ukrainian different adjectives are used in combinations of
this kind.

Complete lexical correspondences may be observed in proper names and geo-
graphical denominations: Cecilia — Cecwuunisi, Esther — Ectep, John-Paul — J[rxon-IToun,
Isabel — I3abens, Polly — Ilosut, Khrushchev — Xpymes, Vermont — Bepmonr, Af-
ghanistan — Adranictan. The proper names are transliterated into Ukrainian. Lexical
units which do not have correspondences in Ukrainian are phrasal verbs. They can be
highly idiomatic, their meanings are unpredictable from the sum of their constituents'
meanings (lay down (to build), let on (to tell a secret). In such cases, where the con-
text or professional experience fail to reveal the sense of a phrasal verb, a good ex-
planatory or bilingual dictionary can be of great help to the translator. Proper transla-
tion of English phrasal verbs to a high degree depends on the context in which they
are used, which suggests the appropriate interpretation of the described action.

To sum up, style plays an important role in translation and may cause many
problems. The translator should possess great knowledge not only about linguistic
and stylistic features, which are typical of every style of English but also the specific
features of corresponding styles in Ukrainian. For a literary translator, understanding
the style of the source text and being able to recreate similar stylistic effects in the
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target text are essential Also, the translator faces the problem of rendering the stylis-
tic figures. The crucial strategy is to make a similar impact upon the reader of the tar-
get text as did a source text on its receptor. But the main problem lies in the fact that
English and Ukrainian language systems do not always coincide.
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I. A. Shatokhina, O. L. Kriachunenko

TESTING AS A METHOD OF EVALUATING COMMUNICATIVE
COMPETENCIES

The most important component of the pedagogical system and the constituent
part of the educational process is the control of the students' educational activity, de-
signed to determine the success of each student's education, analysis of the results
and correction of the subsequent learning process. A tool for improving the quality of
education along with reforming the content of education is the improvement of the
assessment system, modernization of diagnostics of the student learning.

Recently, instead of the traditional notion of «control», in addition to the al-
ready mentioned notion of "diagnosis", the term "monitoring" has become increasing-
ly common. When designing the educational process, a teacher faces the problem of
choosing methods and forms of control of students' learning achievements, criteria
for assimilating the studied material, developing control procedures.

The modern technique offers a test as a tool for measuring the level of
knowledge, through which you can not only identify the quality of learning, but also
optimally manage the learning process.

One of the innovative forms of the computerized education system is testing.
This form, extremely popular abroad, has been actively implemented in Ukraine in
recent decades.

This system was identified as one of the best in Europe. This practice is in-
creasingly being introduced by other higher education institutions. Therefore, in the
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training of teachers, the use of testing as a method of control and assessment of
knowledge is relevant.

In today's scientific pedagogical space, searches for optimal mechanisms for
evaluating the results of competence-oriented learning are being carried out, going on
discussions about the feasibility of using one or another method, tools for measuring
the quality of the students formed in the process of teaching subject and key compe-
tencies (L. Vashchenko, N. Yefremova, Yu. Zhuk , I. Zimnya, O. Lokshina, T. Luki-
na, O. Lyashenko, O. Savchenko, A. Khutorsky and others).

In the process of evaluation, not only the subject learning achievements of stu-
dents are diagnosed, but also the formation of their key competencies, in particular,
communicative, which is both a tool for acquisition and operation of educational in-
formation. It also reflects the levels of knowledge in the theory, the identification of
the students' possibility of their use in the process of educational communication.

Assessment of the levels of students' communicative competence [1, 154] de-
velopment is based on such theoretical and practical principles:

1. Communicative competence of students is formed during the entire study
and in the process of studying all school subjects, its content is varied according to
the age stages of the development of students and the specifics of each schoolsubject.

2. The content and specificity of each educational subject determines the pecu-
liarities of forming students in the learning process of the subject-specific segments
of communicative competence.

3. Communicative knowledge and skills as the basis of the cognitive compo-
nent of communicative competence are methods of activity that provide
quality perception, processing and reproduction of information.

Competence can be represented as a complex of competencies, observable
manifestations of successful communicative activity.

One of the effective ways of assessing English language learners' skills and
abilities should be the use of test technology. It is the exact form of conducting cur-
rent and thematic control that enables a teacher to check students' knowledge quickly
and objectively, adjust them with further elaboration of the weakly learned subject.
Awareness of students of being definitely assessed during the lesson, will encourage
them to work independently.

By definition of V.S. Avanesov, pedagogical test is defined as a system of
tasks of a specific form, content, located in the increasing complexity [4, c. 19],
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which makes it possible to qualitatively measure the level of training of the subjects
and assess the structure of their knowledge.

Thus, it is possible to formulate the definition of the concept of "lingvodidactic
test" as prepared in accordance with certain requirements a set of tasks that have un-
dergone a preliminary test in order to determine qualitative indicators and allow to
identify the degree of linguistic and speech (communicative) competence.

Linguodidactic tests must be valid, suitable for determining the level of posses-
sion of certain language skills and abilities; reliable, functionally stable measuring
instruments. The required quality of the test is practicality, and the availability of the
content of test tasks, the ease of organizing and evaluating responses. The last feature
of a high-quality test is its efficiency, which involves minimal time, effort and money
to prepare the test.

The purpose of the test is to obtain information. Depending on the information
you need to know, the tests are divided into the main types: tests of general command
of a foreign language, tests of distribution by level of training, diagnostic tests, tests
of educational achievements.

Tests of academic achievements determine the success of mastering a material
for a certain period of time or for a course of study by student. They can be current,
thematic.

The placement test, which is used to further distribute students to the level of
English language training, measures the overall level of language skills.

Progress test is to determine the level of student achievement in mastering for-
eign language speech activity at a certain level of training .

English general test - TOEFL (Test of English as a Foreign Language), is a
standardized test to measure the English language ability of non-native speakers
wishing to enroll in English-speaking universities, conducted by international training
centers according to the established schedule.

Testing technologies allow the use different types of tasks from all the courses,
which enables analysis of the level of development of each assessed components of
competence, as well as the level of development of communicative competence in
general, regardless of the level of mastering a certain topic.

Testing technologies can be used both to assess the level of students' compe-
tency formation (as of the time of testing) and in the process of forming them (educa-
tional testing).
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O. Shokalo

PROBLEMS IN TEACHING LISTENING IN ESL CLASSROOM

For quite a long period of time, listening was absent from curriculum time and
was regarded as a passive secondary skill, which main purpose was limited to ena-
bling students to extract meaning from the audio text. Given the fact that listening
was tested, rather than taught, students’ frustration was constantly growing due to the
lack of any listening comprehension strategies. Teaching methods put an emphasis on
productive skills, and the relationship between receptive (listening, reading) and pro-
ductive skills (speaking, writing) was poorly understood.

However, in the past decades, leading approaches to language teaching meth-
odology were undergone some drastic changes. On the ground of powerful impact of
globalization and socialization, the importance of teaching listening to ESL-students
was given recognition by linguists. The listening started being treated as means of
understanding spoken discourse for communicative purposes. The most prolific
scholars, who were dealing with investigating peculiarities and nature of the above-
mentioned receptive skills, included G. Buck, T. Lynch, P. Ur, J.J. Wilson. Their
words are of great interest to us since the powerful theories were developed, which
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brought a light to the true essence of listening comprehension and the role it plays in
second language acquisition.

The aim of this article is to give further thought to the significance of listening,
as well as explore some key factors affecting listening comprehension and provide
some techniques and activities that could be effectively used during the listening les-
son.

Several authors have attempted to define listening, so currently, several accept-
ed definitions exist. According to the S. Nikolayeva’s views, “listening is the under-
standing of the heard speech” [1, 117]. TKT Cambridge manual textbook interprets
listening as “a receptive skill, as it involves responding to language, rather than pro-
ducing it” [7, 30]. What it more, listening involves understanding the meaningful
sounds of language by making use of context, our personal experience, linguacultural
awareness and prior knowledge of the topic. Besides, it should be mentioned that
some foreign methodology manuals present terms “listening” and “listening compre-
hension” as synonyms.

The quality of language comprehension may depend on a number of different
factors and types of knowledge involved, which comprise linguistic knowledge and
non-linguistic knowledge. G. Buck claims that “linguistic knowledge is of different
types, but among the most important are phonology, lexis, syntax, semantics and dis-
course structure. The non-linguistic knowledge used in comprehension is knowledge
about topic, about context, and general knowledge about the world and how it works”
[2, 2].

Let us elaborate on major factors which are of particular relevance to listening
performance. While dealing with peculiarities of perceptive skills, it is necessary to
point out that “listening involves understanding of spoken language, which is differ-
ent from written language” [5, 30]. Thus, in order for our students to understand the
nature of listening process, some basic characteristics of spoken English have to be
examined. First of all, the most striking difference between written and spoken dis-
course worth mentioning is that spoken language is usually improvised, not written in
advance to be read aloud later, and is organized in a different way from written prose.
Moreover, spoken English often involves redundancy, hesitation, ellipsis, repetition,
and various fillers. Redundancy is the degree to which a message contains more in-
formation than is needed for it to be understood” [6, 490]. Ellipsis is the omission of
the elements which could be recovered from the linguistic context. Contraction is the
reduction of a linguistic form, combined with another form, and may be found on

309



conversations, news, and never in written academic prose. Hesitation (also known as
pausing) is a feature of natural conversation that consists in gaps or pauses appearing
during the utterance production. The hesitation phenomena may be of two kinds: si-
lent pauses and filled pauses (er, um, well, yes, but). Second of all, it is important to
remember that “the speech is typically presented in informal, colloquial style” [7,
101], which implies that the students need to be aware of the notion of slang, colloca-
tions, phrasal verbs and idioms that any informal discourse usually abounds with.
This way, experience of informal spoken English, together with an appreciation of
other spoken factors — the tone of the voice, the intonation of the speakers, rhythm
and background noise — will help students to tease meaning out of such speech phe-
nomena” [4, 99]. Knowledge of basic features of natural spoken language facilitates
students’ perception and improves their ability to decode speech signals in the con-
versation.

While considering the non-linguistic knowledge affecting listening comprehen-
sion, it would be appropriate to touch upon the importance of sociolinguistic aware-
ness of ESL students. Needless to say, spoken language is reliant on the context, per-
sonal, assuming shared background knowledge, which means listening may be car-
ried out in a wide range of places, such as schools, colleges, shops, workplaces, and
in each of them, the learner can expect to encounter all kinds of discourse, each hav-
ing their unique pattern and style, knowledge of which actually enhances listening
comprehension [3, 77]. Due to the fact that English is the international language
spoken by people from different sociocultural backgrounds all over the world, it is of
paramount importance to familiarize the students with some sociocultural rules, ap-
propriate for specific social class in specific situations. For example, during the edu-
cational process, the teacher must raise the learners’ awareness of appropriate type of
grammar, choice of words, greetings to be used during the university lectures, and
highlight the difference between formal and informal contexts, such as conversation
with a supervisor at the workplace and the one with a close friend.

All things considered, listening is a complex process that requires careful ex-
amination and attention from both learners and teachers. In order to become success-
ful listeners, the students need to be able to adapt to the various roles that they play
and apply linguistic and non-linguistic knowledge to decode the speech act and facili-
tate the processing of the text in different contexts. Due to the fact that teachers have
no power to manipulate each individual’s mental processes, their main task is to pro-
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vide their students with the necessary conditions and materials that would improve
students’ listening comprehension and result in better performance.
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V. O. Snigur

THE FEATURES OF JEANNETTE WALLS’S INDIVIDUAL STYLE
(IN THE WRITER’S MEMOIR “THE GLASS CASTLE”)

“The Glass Castle” is Jeannette Walls's memoir of growing up in extreme
poverty, and sometimes even extreme neglect, with parents who clearly loved her and
her siblings, but did not know how to provide with the family.

J. Walls' style is pretty consistent, since this book is a memoir. The author tells
her story with biting and bitter humor, but there is also such tenderness and hope in
her voice. She combines the emotional struggle of her early and middle childhood
with the socioeconomic turmoil that surrounds her to paint a pretty grim picture of
what her life was like. One thing she surely accomplishes in this book is making the
reader feel for her and her family's situation. With a drunken and irresponsible fa-
ther, who eventually dies, a mother who seems to never side with Jeannette on any-
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thing, and a grandmother who virtually hates her, along with the experience of nearly
being raped, Walls' definitely accomplishes bringing an element of pity and some-
times anger to any reader. Throughout the book, she is always very vivid in her de-
scriptions of events and places, often using several descriptive adjectives in one sen-
tence, just to give the reader that "feel" she wants. She is heavy on themes like drink-
ing and abuse and parental immaturity, but also on a common sense and thinking for
oneself.

Every writer has his or her own ways of the “message passing” to a reader. In
“The Glass Castle” J. Walls uses various techniques due to which we can distinguish
how far her writing style is different from others. The writer uses imagery and detail.
From the beginning of the memoir, readers are pulled into the story. The author
writes in such details and uses so much imagery that the reader can visualize her ex-
perience: "Water surged into my nose and mouth and down my throat. My lungs
burned. My eyes were open, the sulfur stinging them, but the water was dark and my
hair was wrapped around my face and I couldn't see anything" [3, 66].

Most of sentences in the novel are long and complex. Each sentence conveys
the education of the writer and again, shows the attention to detail. The last thought
on J. Walls’ writing includes the absence of indentation at the beginning of each sce-
ne. Each scene or chapter starts off with a bolded, entirely capitalized phrase. This
aspect seems to be a unique one. Moreover, this memoir contains only four chapters
and they are of different length. In every chapter, there are various “scenes” that are
broken up by spaces in the print. For example, in page eleven, there remains a huge
blank spot between the words “nothing” and “every.” This is because “every” begins
a new part of the scene. This style of writing is a unique one.

When the writer wants to capture the reader's attention, she sometimes intro-
duces a brief exchange of the dialogue in short, pithy sentences, using a harsh or foul
language that reminds the reader that Walls' life was not a perfect fairy tale. For in-
stance, she describes an exchange between Walls' father and her grandmother using
phrases like: "You flea-bitten drunk!", "You goddamned flint-faced hag!" and "You
no-good two-bit pud-sucking bastard!" [3, 12]. This wakes the readers up and alerts
them to face the reality of the author's life.

This same technique can also be used to make the reader sympathize with
Walls. For example, she and her sister have a conversation in which they discuss their
father's promise to stop drinking.

"I wonder what life will be like now," I said to Lori.
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"The same," she said. "he tried stopping before, but it never lasted."

"This time it will."

"How do you know?"

"It's his present to me." [3, 66].

With the use of figurative language, she helps readers grasp each chapter of her
memoir. A skilled storyteller and writer, Walls draws her audience into the text with
a frank narrative voice and the language infused with a range of stylistic devices.

Part of what makes "The Glass Castle" stand out among memoirs is Walls' use
of simile. The following similes in the story make Walls' characters come alive: "We
were sort of like the cactus. We ate irregularly, and when we did, we'd gorge our-
selves" [3, 13]. "She had light brown hair that turned blond in the summer, and she
never wore any makeup except deep red lipstick. She looked just like a movie star".
"When Lori came out, she was mute and bald as an egg for the first three years of her
lifte" [3, 16]. "She put a bowl on my head, cut off all the hair beneath it, and told me I
looked like a flapper" [3, 58].

The author gives human qualities to inanimate objects through personification.
Fire is an object frequently personified in "The Glass Castle". The first time when
fire is used in this way is at the very beginning of the story when three-year-old Jean-
nette is cooking hot dogs and her dress catches fire. “...the flames leaped up...” [3, 5]
she recalls. Later, Walls describes fire as "testing" her, "trying to escape" a garbage
can and actually "...being out to get me". The personification of fire is carried through
the whole text to the very its line, where the candle flames on the window sill are de-
scribed as "...dancing along the border between turbulence and order" [3, 181].

Hyperbole is a form of figurative language in which exaggeration humorously
gets a point across. Jeannette's parents were both prone to hyperbole, and, as a result,
their exaggerations are prominent in the memoir. One example takes place in the be-
ginning of the story, when Rex is telling his children a bedtime story about his own
brave deeds. He assures his children that "... anyone who so much as laid a finger on
any of Rex Walls' children was going to get their butts kicked so hard that you could
read Dad's shoe size on their ass cheeks" [3, 15].

Situational and verbal irony is very commonly used throughout the book:

"Without taking the cigarette out of her mouth, she gave us each a quick stiff
hug. Her cheek was tacky with sweat. "Pleased to meet you, Grandma," I said. "
Don't call me Grandma," she snapped" [3, 130- 131].
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Also, J. Walls used symbolism in her story. One of the biggest symbols
throughout the book so far is the Glass Castle. The Glass Castle symbolizes some-
thing that the Wall's family sees as perfect. It is something that they all look forward
to happening someday and that symbolizes an idea of having the perfect life, which
they do not have.

The title itself ("The Glass Castle") is an extended metaphor of empty prom-
ises and false hopes inspired by Jeannette's father, Rex.

She uses techniques like parallel constructions to draw attention to real imag-
inable circumstances that she faced growing up: “Other kids wanted to fight us be-
cause we had red hair, because dad was a drunk, because we wore rags and didn’t
take baths, because we lived in a falling down house...” [3, 103]. In addition, J.
Walls uses rhetorical questions to illustrate her on confusion with her parents to the
reader: “All those years in Welch with no food, no coal, no plumbing and Mom had
been sitting on land worth a million dollars?” [3, 172].

Another literary device, which J. Walls uses in her memoir is allusion. They
are used in order to provide references that assist the reader in understanding aspects
of the characters and locations in the memoir. For example, an allusion on “The Old
Lady Who Swallowed a Fly”: “She refused to kill the flies that always filled the
house...'kill the flies and you starve the cats', she said” [3, 39] or on “Hercules™: “If
that was true, I'd be Hercules by now,' Lori said” [3, 112].

Throughout Jeannette Walls' memoir, her life goes from wondrous to depress-
ing to boring to adventurous and more. Her tone used in The Glass Castle went grad-
ually from accepting and ambivalent to skeptical, aware, and utterly drained. Jean-
nette as a child was accepting of her parents' abnormal ways because she looked up to
them. By the time that the Wallses had settled into Welch, Jeannette was fully aware
that her parents were fairly irresponsible people.
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B.E. TennHa

EXPRESSIVE STYLISTIC DEVICES OF CREATING A HUMOROUS
EFFECT IN THE ENGLISH AND AMERICAN ANECDOTES

An anecdote is a brief, revealing account of an individual person or an incident
[3, 42]. Anecdote has characteristics of the compressed text: informativeness, coher-
ence, integrity, completeness, communicative and informative clarity. Almost all an-
ecdotes are based on expressive stylistic means, which consist of the phonographic,
lexico-semantic, syntactic and text-discursive devices. Each of them carries a certain
functional meaning and plays a significant role in the actualization of a comic effect.

In English and American anecdotes there are words of high and low stylistic
tone. In the following example bookish words are used: verb — to endeavour (try), ad-
jective — intoxicated (drunk), noun — individual (person). They give an ironic tone to
the narrative, in which a policeman tries to pull a drunken man out of the gutter.

“Whois he?” said a passer-by to a policeman, who was endeavouring to raise
an intoxicated individual who had fallen into the gutter.

“Can’tsay, sir,” replied the policeman, “he can’t give an account of himself” .

“Of course, not,” said the other, “how can you expect an account from a man
who has lost his balance” [4, 56].

One of the features of the humorous text is the use of metaphors. In this anec-
dote a simple metaphor is used, expressed by the verb to murder (to kill; in this case,
to ruin with poor performance).

“Excuse me,” said the detective as he presented himself at the door of the mu-
sic academy, “but I hope you'll give me what information you have, and not make
any fuss”.

“What do you mean?” was the indignant inquiry.

“Why, you see, we got a tip from the house next door that somebody was mur-
dering Wagner, and the chief sent me down here to work on the case” [4, 58].

In English and American anecdotes metonymy is used to create a comic effect.
The character or situation can also be metonymic, as in the example of two ladies,
one of whom, due to old age, forgot the name of her friend; however, she also does
not remember it: here we are faced with the hyperbolization of sclerosis, used in the
phrase: “How soon do you need to know? ”:

2 ©TenbHa B.E., 2018.
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Two elderly ladies had been friends for many decades. Over the years they had
shared all kinds of activities and adventures. Lately, their activities had been limited
to meeting a few times a week to play cards. One day they were playing cards when
one looked at the other and said, “Now don’t get mad at me.....I know we’ve been
friends for a long time, but I just can’t remember your name. I've thought and
thought, butI can’t recall it. Please tell me what your name is”. Her friend glared at
her. For at least three minutes she just looked at her. Finally she said, “How soon do
you need to know?” [4, 11].

A commonly used device in English and American anecdotes is hyperbole. In
the following anecdote, hyperbole is used to show a critical evaluation. With the help
of this text, the British could humorously show their attitude to the policy of former
Prime Minister Margaret Thatcher, who got in hell and even there managed to close
the furnace — so the Devil had to beg God to take her to heaven. Margaret Thatcher is
a danger to the devil in hell — this is a clear hyperbole. Thus, this anecdote condemns
the excessive persistence in the implementation of the plan.

Margaret Thatcher died, and a few days later the Devil dragged her by the
hair to the pearly gates. God asked him, “What do you think you 're doing? I don'’t
want her”. “Oh come on, do me a favour,” replied the Devil, “I've only had her
three days and she’s already closed down four furnaces!” [4, 34].

One more means is litotes, which is often linked with such a notion as an un-
derestimation. This phenomenon permeates primarily in the vocabulary, as well as in
the syntax and even in the intonation of statements. Understatement often corre-
sponds to the famous English humor. English humor is always present in context, and
English context suggests understatement, which often becomes the basis in the sam-
ples of English irony, sarcasm, genuine humor. Sometimes to catch the meaning of
English anecdotes is almost impossible.

Two men in a club are reading their newspapers when one says: “It says here
there’s a fellow in Devon who plays his cello to the seals”. “Ohreally”, says the oth-
er. “Yes”, says the first, “Of course, they don’t take a blind bit of notice” [4, 38].

Here people ridicule a stupid idea of a cellist, who decided to play the seals,
but they do not directly say that it is ridiculous, but with the help of understatement
scoff a little at the hero of the newspaper article.

Stylistic device of comparison is not rare in English and American anecdotes.
In the anecdote below, the comparison has a negative connotation:
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“You hammer nails like lightening”. “I'm fast, you mean”. “No, you never
strike twice in the same place” [4, 88].

Irony is an important means in anecdotes. It is often used to expose: rational
behavior, stereotype, common values. Violations of generally accepted values can be
divided into two classes: mockery of utilitarian and moral norms, on the one hand,
and mockery of rational behavior, on the other hand. Mockery of rational behavior is
expressed with the help of absurd:

Two Englishmen are travelling in the same compartment. One is peeling bana-
nas, salting them and throws them away from the window. “Excuse me, sir, why are
doing it?” “I don 't like salted bananas” [4, 56].

Anecdote as a genre of humorous communication is based on absurdity. Ab-
surdity is a sign of a special situation, where something contradicts common sense,
the whole life experience, logic, but is allowed as possible or takes place in reality.
An example of semantic absurdity:

A little boy runs down into the lounge and shouts: “Daddy, daddy, can I have
another glass of water? ” His father replies, “What’s wrong with you, son, that’s your
eleventh glass of water in a row”. “I know, my bloody bedroom’s on fire” [4, 97].

Putting out a fire by pouring water with glasses is possible, but pointless, and it
makes you smile. Small and large absurd can be contrasted: in one case violated the
usual patterns of behavior or view of reality, but as a whole we understand that this
could happen in reality, in the other case we are faced with the absurdity that is fun-
damentally unacceptable in reality.

First Student: “Great Scott? I've forgotten who wrote ‘Ivanhoe’!”

Second Student: “I’ll tell you if you tell me who the Dickens wrote ‘The Tale of
Two Cities’!” [4, 34].

In this anecdote there is a pun, which is so abundant in English anecdotes. Here
comes the play on words — proper names (of famous writers W. Scott and Charles
Dickens) and colloquial expressions formed from them.

In English anecdotes homonymy is actively used in creating a laughable effect.
Modern English is characterized by a very developed homonymy, and in the course
of the historical development of the English vocabulary, the number of homonyms in
it has not decreased, but, on the contrary, is increasing.

“Waiter!” “Yes, sir”. “What’s this?” “It’s bean soup, sir”. “No matter what
it’s been. What is it now?” [4, 22]. In this example, the homophones belonging to dif-
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ferent parts of speech are used: the adjective bean and the third form of the been of
the irregular verb to be.

To sum up, anecdote is a compressed text, which is based on expressive stylis-
tic means such as words of high and low stylistic tone, metaphors, metonymy, hyper-
bole, litotes, comparison, irony, absurdity, pun, homonymy and others. The main
function of all devices is to create comic and humorous effect.
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T.Tenenyka

SOME EFFECTIVE WAYS OF TEACHING VOCABULARY IN
SENIOR SECONDARY SCHOOL

Vocabulary is one of the most important components of any language course. It
plays a significant role in learning foreign languages because without sufficient vo-
cabulary students cannot understand others or express their own ideas. I. S. P. Nation
states that readers need to know at least 97% ofthe vocabulary in a text in order to
understand it adequately. Without knowledge of the key vocabulary in a text, a learn-
er may have serious trouble understanding the message, that is, word knowledge is
crucial to reading comprehension and determines how well students will be able to
comprehend texts they read. Therefore a large amount ofvocabulary knowledge is es-
sential to language comprehension [4, 20]. Works by S. Nikolayeva [1],
Eu. Maslyko [2], J. Newton [5], L. S. P. Nation [4] and others give comprehensive
coverage of research in the field of teaching vocabulary to EFL students.

The purpose of this article is to consider some aspects of teaching vocabulary
in senior secondary school, in particular the two stages of assimilation of new lexical
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units dwelling upon the most effective techniques and exercises designed to present
new vocabulary, to encourage learners to assimilate and review it in order to produce
it in speech.

It is necessary to develop the following types of lexical skills: reproductive (the
skills of correct use of the vocabulary of the active minimum in speaking and writing
according to the situation of communication and the purpose of communication); re-
ceptive (the skills of recognition and understanding of vocabulary in reading and lis-
tening); skills of a reasonable guess about the values of vocabulary, relating to the po-
tential vocabulary in reading and listening; the skills of using different types of dic-
tionaries (bilingual, monolingual, phraseological, thematic).

There are two stages of assimilation of new lexical units — the stage of present-
ing new vocabulary and the stage of automatizing students’ activities with it. The two
methods of presenting vocabulary are direct method (monolingual) and translation.
The former means using visual and verbal techniques. Visual techniques express the
meaning of unfamiliar words with the help of such visual aids as objects, pictures,
photos, gestures and movements. They can be used in senior secondary school due to
the fact that many students are visualizers. Verbal techniques convey the meaning of
new words by means of definition, matching, word-building, synonyms, antonyms,
dictionaries, etc. However, a teacher should be very cautious about presenting a con-
text to the new language items because the context may be unclear to students. That
is why exemplary sentences should be clear and there should be few of them. Moreo-
ver, the use of synonyms and antonyms is quite common use, particularly among low
level students. This technique enables students to broaden vocabulary store. Also, it
helps to build up in their mind the idea that language consists of choice, that words do
not mean the same in different contexts. S. Nikolayeva states that while teaching vo-
cabulary in senior secondary school, it is preferable to use verbal techniques [1, 96].
Concerning such a technique as translation, EFL teachers should remember that in
spite of the well-known belief that it is a traditional and outdated way of presenting
vocabulary and it should not be overused, this technique has some advantages over
the rest while highlighting similarities and differences between the foreign and native
languages. It is sometimes advisable to use more than one technique while presenting
new vocabulary items to senior secondary school students, for example guessing from
context and matching the new words to their translation, definitions or synonyms; de-
codingabbreviations using the target languageand dictionaries. As for guessing from
context, 1.S.P. Nation claims that learning through this way of presenting vocabulary
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is the most important of all sources of vocabulary learning, as a learner must have a
large vocabulary to be able to guess the meaning of unknown words from surround-
ing context clues successfully [3, 142].

The second stage of vocabulary assimilation is designed to automatize learn-
ers’ activities with the new words of functional vocabulary, which they can use in
oral and written speech. This stage is important as it gives an opportunity to check
learners understanding of the words. Methodologists differentiate between the pro-
cess of automatizing new words at word-form, free word-combination and phrase
level as well as speech segment level when students try to connect two or more sen-
tences, syntactically structured and communicatively independent. At this stage stu-
dents are engaged in doing a number of exercises. Among them are imitation, substi-
tution, completion and transformation exercises, answers to different types of ques-
tions, independent use of lexical units in a sentence and uniting speech patterns into a
speech segment — a dialogue or a monologue [2, 17-28]. In senior secondary school,
along with the acquisition of real vocabulary, students’ potential vocabulary becomes
more extensive, which enhances the role of exercises with compound words, deriva-
tives and international words. At the same time, the role of students’ independent
work with new vocabulary items becomes more important [1, 105].

J. Newton believes that learners should not be afraid of encountering unfamil-
iar vocabulary and the task of EFL teachers is to assist students in assimilating new
vocabulary items during task-based interaction. Options for dealing with vocabulary
can be considered within a three-stage task framework which includes pre-emptive,
in-task and post-task stages with their specific techniques such as cooperative dic-
tionary search, interactive glossary, negotiation and vocabulary logs|5, 31].

Pre-task options include predicting (students work in groupsand they should
write a list of words related to the task title or topic); cooperative dictionary search
(learners are given responsibility for looking up specific words in their dictionaries in
order to tell others about their words and fill in a simple word chart as they listen);
words and definitions (students match a list of words with a list of mixed defini-
tions) [5, 31-32]. In-task options include such techniques as glossary, which allows
students to attend independently to words which cause some difficulty; interactive
glossary (when learners are given definitions of new vocabulary items on strips of
paper with the word on one side and the definition on the other; the definitions are
divided among the students and laid face down beside them; when a learner requests
help with a new word during a task, he/she asks if anyone in the group knows the
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word, if not, he/she tries to guess it from context and after that he/she asks another
student to read the definition); negotiation (a more challenging option encouraging
learners to negotiate the meaning of new items among themselves, using each other
as a resource rather than relying on external assistance) [5, 32-33]. The post-task
stage includes vocabulary logs,a technique which helps to build a record of the new
words encountered in communication and set up a procedure to review them, for in-
stance students can use the new words in making up sentences or creating an imagi-
nary story [5, 36].

In conclusion, it is extremely important for the teacherto find a way to motivate
students to learn new vocabulary as well as to point out and presentthe benefits of dif-
ferent teaching methods and testing methods. The importance of making itclear to the
students how different teaching methods work and what the various ways in which-
words are learnt cannot be stressed enough. Communication tasks can be a great way
for vocabulary expansion as they give learners the opportunity to meet and explore
new vocabulary. Assimilating new lexical units through different tasks can increase
students’ desire to learn foreign languages.
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N. Tkachenko

SOME ASPECTS OF TEACHING WRITING INFORMAL LETTERS
TO INTERMEDIATE EFL STUDENTS

Writing is one of the most powerful means of communication. We are part of
the information age that is why communication through writing is getting more es-
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sential every day. In fact, it is impossible to underestimate the role of writing in mod-
ern life because of ever-increasing use of technologies, computers and social net-
works.

As a communicative skill, writing is initiative like speaking. It is a productive
skill, a developed or acquired ability to produce and reproduce some information in
written form. Writing is not only a means of teaching grammar or sentence structure
and an effective tool for practising language patterns. It is an important speech skill
and one of the means of communication which is often integrated with other speech
skills like listening, speaking and reading. For instance, reading in English is an effi-
cient way to get an idea of different styles of writing and see how to use words ap-
propriately.

Since writing is often used in human interaction, in particular in personal, pub-
lic, creative, social and study writing, it is included in a foreign-language syllabus.
According to major requirements for school leavers’ writing skills (B1 level of
Common European Framework of Reference for Languages), learners are supposed
to write simple connected texts on topics which are familiar to them as well as per-
sonal letters describing their experiences and impressions. To be able to write infor-
mal letters, intermediate EFL students are expected to do the following communic a-
tion tasks: to write addresses and dates, to choose an appropriate greeting and clearly
state the reason for writing a letter, to report factual information, to express their
opinion concerning it, to describe past events, to ask for necessary information and
finish the letter [2, 207]. Writing is a complex process that requires a number of vari-
ous skills. As research shows, its nature may be treated differently in different cul-
tures and educational systems [4, 18].

The purpose of this article is to consider some aspects of teaching writing in-
formal letters to intermediate EFL students, in particular types of principal exercises
which are used for teaching writing informal letters to high school students.

Most of the exercises developing learners’ skills in writing informal letters are
receptive, receptive-reproductive and productive. Receptive non-communicative ex-
ercises are aimed at receiving some oral or written information that is perceived via
listening or reading. Listening to sounds, words, grammar structures, somebody’s
speech, recordings, etc. practises aural comprehension/reception. Reading words,
word-combinations, phrases, texts practises reading comprehension/reception [3, 56].
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Receptive exercises deal with perception and identification of grammatical pe-
culiarities of informal letters. Doing such exercises leaners have the opportunity to
get acquainted with the samples of different letters and peculiarities of informal style
in comparison with formal. (For example, friendly letters begin with (Dear+first
name) and end with (Love/Yours/Best wishes/Take care/Cheers...etc)) [1]. Besides,
informal style is characterized by:

. The use of abbreviations (e.g. I've got; I'll; you'd...).

. Simple linking words (e.g. but, so; and...).

. Shorter sentences (e.g. I'd like to see you...).

. Ellipses (e.g. Hope to see you soon (I hope to see you soon); Miss you (I
miss you)).

. Personal tone (e.g. I've got some great news).

. Colloquial words and everyday expressions (e.g. Thanks a lot; kids;
gadgets...) [5, 18].

As for receptive-reproductive relatively-communicative exercises, they are
aimed at reproducing language forms such as grammar structures and lexical units.
Learners reproduce some language orally or in written form (e.g. write fixed expres-
sions, phrasal idioms, fixed frames, single word forms/different grammar elements
and structures) [3, 56]. Relatively-communicative exercises contain meaning-focused
tasks only indirectly related to real-life tasks where learners have to respond to the
situation given [3, 57].

While teaching writing informal letters, such exercises are directed at filling in
blanks in the text, replacing words and phrases, extending and shortening sentences,
matching beginnings with endings of letters.

For example:

. Read the letter below and put the verbs in brackets into the correct tense.

. Read the following letter and replace the underlined formal phrases with
more appropriate informal ones.

Receptive-reproductive exercises can also be directed at morphological and
syntactical transformation of grammatical structures in the text.

For example:

. You wrote a letter to your English pen-friend about your plans for holi-
days a month ago but forgot to post it. Now your holidays are over. Your friend is
still waiting for the letter. Rewrite the letter changing it into the story of what you
managed to do during the holidays.

323



We believe that receptive-reproductive exercises play the most important role
in teaching Intermediate EFL students writing informal letters.

Having done a number of receptive-reproductive exercises learners can go on
to a productive stage where they do productive communicative exercises, which are
aimed at producing an utterance or a text [3, 57]. They are designed to teach students
to write informal letters on the basis of a communicative situation using a clear plan
and a model text for them to follow [1].

For example:

. Your friend wants to move to your area and is looking for a house to
rent. He/She has asked you to help. Write a letter to your friend describing a house
you have seen and giving further details. Answer the questions in the plan:

1. What type of writing is it?

2. Who is sending the letter? What is the relationship between you and the
recipient of the letter?

3. What style is appropriate? Justify.

4. What information do you need to include?

5. What opening and closing remarks can you use? [5, 19].

In conclusion, while teaching writing informal letters to Intermediate EFL stu-
dents, teachers should work out and compile a system of exercises which can be done
at the three stages of writing, including receptive non-communicative exercises of the
first stage, receptive-reproductive relatively-communicative exercises of the second
stage and productive communicative exercises of the final stage of writing. All of
them are very important and cannot be ignored while teaching writing informal letters
high school students.
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V. Vasilko

LEXICAL REPRESENTATION OF THE CONCEPT «LOVE» IN THE
POETRY COLLECTION «LOVE POEMS» BY ANNE SEXTON

It is generally recognized that the concept is one of the main operational units
of thinking and knowledge, since it reflects and preserves the results of human explo-
ration of the world, carried out both in the process of substantive activity and in the
process of knowledge. Person constantly receives information from the outside world
and in a certain way structures it: generalizes, differentiates, compares, evaluates, re-
duces knowledge and representation in something invariant.

The topic of this research is to analyze the lexical representation of the concept
«love» in the poetry collection Love Poems by Anne Sexton. In order to achieve our
goals, we need to specify such notions as concept and concept «love».

N. Abdullina in her work Definition of the Term « Concepty in Modern Linguis-
tic Science defines concept as a mental unit of consciousness (unit of thinking and
storage of information in consciousness). It is a quantum of structured knowledge,
representing the cultural and national mentality of its carriers [4, 1]. Concept is the
unit of description of the worldview - a mental unit that contains language and cultur-
al knowledge, representation, evaluation [6, 2], according to E. Hutova. The term
«concept», above all, is a linguistic concept. In the linguistic sense, the concept con-
siders mentality with the help of words and terms, relying on which we can think
about the world [4, 2]. Among scientists who have studied the term «concept» are the
following: N. Agarkova, A. Babushkin, L. Kasyan and others.

The concept «lovey is a topical issue in language and literature since this con-
cept makes it possible to reveal the essence of the national mentality. The meaning of
the concept is the basis for the terminology apparatus of both culturology and linguis-
tics. Lexeme «love» is one of the basic cultural concepts that expresses spiritual es-
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sence, which has a complex and delicate structure and rich value and emotional con-
tent. ©

The semantic space of the concept «love» has no limits. [6, 4]. The works of
such scientists as E. Demina, E. Zotova are devoted to the study of the concept
«lover.

Possibilities for comparing the lexical representation of feelings associated
with love include such nominations as: fidelity, trust, mutual understanding, self-
sacrifice, suffering, ambiguity, affection, desire, and so on. To analyze the concept of
love, poetry is the best foundation for this. In it we can feel and see the feelings and
experience that the author has tried to convey. In such works, a person «opens the
soul» for the reader.

The topically of the research lies in the fact that we have combined the popular
nowadays concept theory with the analysis of less known American poet Anne Sex-
ton. Anne Sexton was an outstanding 20" century poet mostly famous in the USA.
Her poetry, more than her own consciousness, carried the voice of a free woman, who
at times - weak in nature and in need of love. Such scholars as A. Delbanco or
A. Yeganyan investigated her individual style. Diane Middlebrook said that Anne
Sexton's poetry is so open that the flesh and soul are clearly visible. Her poetry is
frank, she confesses to millions of readers and listeners. She professes her wounded,
crippled, but nevertheless invincible humanity [1, 19].

In her poetry collection Love Poems, the poet most mentions the topic of love.
The lyrical persona feels that she is abandoned by her father, mother, husband, some-
times even a daughter, who repels her, hates and even leads her to death. But at the
same time, she is always responsible for her actions, for the degree of desire, for the
dissatisfied love, for the fact that she was born a woman, and even for the fact that
she was born [5]. Ann Sexton also writes about her motherhood, but as a mother who
has suffered a nervous breakdown and is extremely emotional and feels like a young
woman. Her poems are skillfully made and still have such an emotional and psycho-
logical depth, which is completely new, amazing [1, 15].

Anne Sexton's love theme occupied a special place in life. Although her other
collections were devoted to the theme of insanity and death, it did not prevent her
from creating works filled with a bright feeling of love. However, love for Anne Sex-
ton is not always a positive feeling and is reffered to with certain ambiguity.
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The works of the collection Love Poems are not like each other. The poetry of
this collection, in our opinion, can even be divided into groups, in relation to how
they present the concept love in a lexical way:

1. First, these are poems in which she tells the reader about a sweet sense of
love. The poet enjoys every memory, tremblesly keeping all the sweet moments in
her heart. These are mainly positive works, where love is associated with appease-
ment, touch, merging of bodies and other things. Also, these are the texts where she
praises her beloved one and is ready to always be in his power, by his side. These po-
ems include: «Mr. Goy», «That Day», «The Touch», «The Breast» and others. In these
works, the poet more often uses the following lexical ways of denoting the concept
«love»: hand, fingers, life, offering, etc. (nouns); unbalanced, mad, alive, etc. (adjec-
tives); dance, rebuilt, rush, etc. (verbs). For example: «I am unbalanced - but I am
not mad with snow. /I am mad the way young girls are mad, / with an offering, an
offering...» (The Breast) [3].

2. Further, this is poetry with the motive of undivided love, or with the
presence of another woman. But Sexton understands her beloved and she is ready to
let him go. Among such poems are «For My Love, Returning to His Wife», «You All
Know the Story of the Other Woman» and others. In these poems, Sexton expresses
the concept «love» in the following manner: heart, selection permission, etc. (nouns);
momentary, part-time, etc. (adjectives); give, wash off, etc. (verbs). For example: «/
give you back your heart. / I give you permission» (For My Love, Returning To His
Wife) [3].

3. And of course, a few poems, where we find the words «violent» and
«anger», which Sexton no doubt associates with love and passion. Perhaps she wrote
them at a certain moment when she felt deep love experiences. These are such works
as «Again and Again and Again» and «The Break». These poems represent the con-
cept «love» in the following words: anger, love, mask, kiss, etc. (nouns); murderous,
black, old, etc. (adjectives); come back, brim, cut up, etc. (verbs). For example: « You
said the anger would come back / just as the love did» (Again and Again and Again)
[3].

Having analyzed Anne Sexton's poems in the poetry collection Love Poems we
have come to conclusion that «love» for Sexton was a mixed feeling that evoked in
her both positive associations and negative ones. The emotional construction of the
works in the collection points out that the feeling of «love», that originates at first,
brings inspiration and enthusiasm, the desire to touch a loved one and constantly see
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him. However, sometimes there are sad moments in the form of betrayals, which sub-

sequently violate the balance of relations. And then comes the feeling of hatred,

which in the end breaks the heart of the poet and leads to deep reflections that disturb

her calmness: «My nerves are turned on. I hear them like / musical instruments.

Where were the silence / the drums, the strings are incurably playing» (The Kiss) [3].
The concept «love» in poetry collection Love Poems by Anne Sexton is repre-

sented, on the one hand, as the experience of a certain set of feelings in the general

notion, and on the other hand, as the awareness and further demonstration of the inner

world of the love of the lyrical persona, whose image is autobiographical.
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V. O. Vovk, I. P. Suima

PHRASEOLOGICAL COMPARATIVE UNITS DENOTING PERSON AND
THEIR TRANSLATION

The present-day English is growing and changing, and tendencies of its devel-
opment are not so easy to recognize. One of these tendencies is phraseology, that is
said to be an indicator, characteristic of a national language and society. Phraseologi-
cal units reflect the rich historical experience of a nation. For this reason, learning of
phraseological units is of great importance nowadays. Idioms are always something
special in any language, they build up some distinctive features which differ one lan-
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guage from another. What is more, idioms reflect certain cultural traditions and de-
pict the national character. Idioms are not a separate part of the language which one
can choose either to use or to omit, but they form an essential part of the general vo-
cabulary of English. Alongside this, there is a crucial need to know English phraseol-
ogy not only for entertaining and just getting information, but also for communicating
productively and increasing the quality of communication process, because the
knowledge of phraseological units, ability to identify and use them in speech are con-
sidered as the highest level of language acquisition.

Actually, in our life we often have situations when people use idioms and phra-
seological units, but we can’t understand anything. People have big problems in the
translation of phraseology. Grammar problem is obvious, because the structure of
phraseological collocations is really difficult and poorly understood. Usually it is not
clear how phraseologisms should be represented, or what rules should be used to de-
scribe them. Of course, it’s impossible to know all phraseological units even in our
native language — in Ukrainian, not talking about English and other foreign lan-
guages. However, we should know basic idioms if we want to understand foreign
languages.

What about phraseological comparative units denoting person it’s important to
say that this type of phraseological collocations is one of the most popular. Such
comparatives are used very often in language, because we always compare every-
thing and also we compare people, people’s feelings, characters. That’s why this
theme is actual. Besides, the translation of such units is of great need nowadays be-
cause most of these idioms can not be translated .Concerning this problem, it’s neces-
sary to consider 4 types of translation of phraseological units: equivalently-
complete translation, equivalently-incomplete, literal and descriptive. However, the
most correct and the best way to translate phraseologisms is to use equivalently-
complete translation, which is based on finding of absolute equivalent in the target
language with the same meaning, structure and form or to use equivalently-
incomplete translation which is applied by looking for equivalent unit just with the
same meaning, form can be changed.

For instance, equivalently-complete translation in several languages (English,
Ukrainian, Russian and German), where examples of translation are absolute equiva-
lents taken from vocabularies:

1)  stubborn: énepmuii sixk ocen (ukr.) — stubborn as a mule (eng.);

2)  lordly, proud: six nasa (ukr.) — as proud as a peacock (eng.);
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3)  thin: ax dowka (ukr.); thin as a lath (eng.), as flat as a board (eng.), kax
docka (rus.),; wie ein langer Stock (germ.); wie eine lange Latte (germ.).

4)  neat, tidy: sk nosa xoniiika (ukr.) - fine as a five pence (eng.).

5)  pretty, beautiful: capruii sx kapmuna (ukr.); pretty as a picture (eng.);
Kpacusblll KaKk KapmuHKka (rus.) or sk Kkeimouka (ukr.); ax maxis ysim (ukr.); as fair

as a rose (germ.); wie eine weif3 Narzisse (germ.).

6)  terrible: sx cuepmuuii epix (ukr.); ugly as a sin (eng.); 6e306pasnvlil
Kax cMepmHublil gpex (rus.), KaK 6ce ceMb CMEPMHbLX 2pexos (rus.) or sk jcaoa (ukr.),
ugly as a toad (eng.); ypooauswlil kax gcaba (rus.).

7)  fat, plump: ax ceuna (ukr.); fatas a pig (eng.); Kax csumvsa (rus.).

8)  Pale, exhausted: oniouii sk nonomuo (ukr.); pale as a sheet (eng.); oOne-

OHblll Kak nonomuo (rus.); gelb wie Papier im Gesicht (germ.);

9)  shamefaced: six maxie yeim (ukr.); red as a poppy (eng.); xax makos
yeem (rus.), uep8oHull K iHOUK (ukr.), red as a turkey-cock (eng.); ax pax (ukr.), red
as a lobster (eng.), rot wie ein Krebs (germ.); red as a blood (eng.); Rot wie Blut
(germ.).

10) healthy: sk sin (ukr.); sk oux (ukr.); as burly as a beef (eng.).

11)  poor: sx yeprosna muwa (ukr.); as poor as a church mouse (eng.).

12)  sly, cunning: sx aucuya (ukr.); as cunning as a fox (eng.); kax auca
(rus.).

And in addition the same principle but concerning equivalently-
incomplete translation in some languages as well (English, Ukrainian, Russian and
German), where examples of translation are particular equivalents:

1)  fool: six 06yx (ukr.); posymy sixk maxkanano (ukr.); sk xonooa (ukr.); as

silly as a goose (eng.); mynoii Kax 6a1eHoK (Tus.); Kax nemv (rus.);

2)  lordly, proud: six nasa (ukr.); as proud as a Lucifer/as a devil (eng.),
as graceful as a swan (eng.); wie ein Kénig (germ.).

3)  drunk: sk pewemom nakpumuii (ukr.); as drunk as a lord (eng.); blau

sein wie ein Veilchen (germ.);
4)  obedient: ax wosxosuii (ukr.); as bland as oil (eng.);
5)  helpless, awkward: sk 6e3 pyk (ukr.); like a bull in a china shop (eng.),

as helpless as a baby (eng.),
6)  tall: sucokuii ax ocepouna (ukr.); as tall as a maypole (eng.); kax kana-
H4a nodicapras (rus.); OTUHHbLI Kak wiiate (rus.); wie ein langer Stock (germ.); wie

eine lange Latte (germ.);
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7)  neat, tidy: ax nosa koniuxa (ukr.); ax 3 eonku (ukr.); as bright as a but-
ton (eng.); as clean as a new pin (eng.); fine as a five pence (eng.),
8)  sad,sorrowful: naue bamovka noxosas (ukr.); noxmypuii mog cuy (ukr.);

like a bear with a sore head (eng.); as glum as a bear (eng.)e; asred as a hat (eng.);

as black as ink (eng.); as dismal as a hearse (eng.); melancholy as a cat (eng.);

9)  pale, exhausted: six 3 xpecma suamui (ukr.); as a ghost (eng.); white as
a chalk (eng.); aussehen wie Braunbier und Spucke (germ.); weifs wie Schnee
(germ.).

10) bald-headed: nucuii six 6ybou (ukr.); bald as a coot (eng.); bald as a
baby’s backside (eng.), kak Koneno (rus.); as an egg (eng.);

11) cold (B emouiitHOMY IU1aHi): 51K gpaoni (ukr.); as a cold as a fish (eng.);

cold as a stone (eng.); kiihl und blau wie ein Eisberg (germ.).

12)  hungry: conodnutl six sosx/ax_cobaka (ukr.); as hungry as a bear (eng.);
as hungry as a hunter (eng.);

Taking all the factors into account, phraseological comparative units form an
important layer of any language speech, making it more colloquical and live. Such
units add originality, some distinctive features, fluence and importance to national
language. It’s necessary to know approximately a part of such units in order to under-
stand speakers better. Moreover, it’s important to remember that the best ways of
translation of such idioms are equivalently-incomplete and equivalently-
complete translation, which can be applied, using own knowledge or vocabularies.
However, descriptive and literal ways of translation are possible and admissible, but
they can’t reproduce the main idea and beauty of original phraseological units.
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B.I. 3ab6ammra

SLANG LANGUAGE, CATCHPHRASES AND NEOLOGISMS PRESENTED
IN AN AMERICAN ANIMATED SITCOM "THE SIMPSONS"

Life does not stand still. Scientists make discoveries; there are various tech-
nical innovations, which appear in the world every day; fashion changes, for that mat-
ter. Life moves forward and changes in accordance to human needs. So does human
speech — English language develops and evolves.

I chose an animated sitcom created by Matt Groening "The Simpsons" as a
subject of my work, because it is the longest-running American sitcom and the long-
est-running American animated program, and, in 2009, it surpassed Gunsmoke as the
longest-running American scripted primetime television series. It consists of inclu-
sive and all-encompassing cases of using English. The whole layer of culture is pre-
sented in 29 seasons. We can easily observe all the changes ever took place in the
English language and notice special aspects of using its vocabulary.

Let’s look up in the dictionary:

A neologism is a relatively recent or isolated term, word, or phrase that may be
in the process of entering common use, but that has not yet been fully accepted into
mainstream language [1].

Slang is vocabulary that is used between people who belong to the same social
group and who know each other well. Slang is very informal language. It can o ffend
people if it is used about other people or outside a group of people who know each
other well. We usually use slang in speaking rather than writing. Slang normally re-
fers to particular words and meanings, but can include longer expressions and id ioms
[4].

A catchphrase is a phrase or expression recognized by its repeated utterance.
Such phrases often originate in popular culture and in the arts, and typically spread
through word of mouth and a variety of mass media (such as films, internet, literature
and publishing, television and radio). Some become the de facto or literal "trade-
mark" or "signature" of the person or character with whom they originated, and can
be instrumental in the typecasting (beneficially or otherwise) of a particular actor [2].

Here are some expressions that have been analyzed:

1. Car Hole
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A common term for the word "garage", made-up by Moe Szyslak in the epi-
sode "The Springfield Connection".

"Car Hole" appeared only twice on the show, however, it is very often used by
fans to jokingly refer to a garage, or garage-like structure. The collocation first ap-
peared in a conversation between Homer Simpson and Moe Szyslak:

"Homer: Hmm. I wonder why he’s so eager to go to the garage?

Moe: The "garage"? Hey, fellas, the "garage"! Well, ooh la di da, Mr. French
Man.

Homer: Well, what do you call it?

Moe: A car hole!”

The phrase appeared once more, as Homer Simpson expresses his shocking
state, upon discovering fake jeans outfits have (incomprehensibly) been bought by
criminals in his garage:

"Homer: [gasps] A counterfeit jeans ring operating out of my car hole!"

2. Diddly

(Also spelled diddily), Ned Flanders’ characteristic non-word.

In most cases, "diddly", however not in itself a made-up word, is used by the
character Ned Flanders in what linguists define as a filled pause, a non-word which a
person uses to take up space or time in their speech, and which are often used for em-
phasis. Flanders uses "diddly" as an alliteration, i.e.

"What can I diddly-do you for?"

or

"Dee-diddly-lighted!"

Flanders also uses filled pauses as a crutch not to swear, as in "son of a did-
dly...", until he finally snaps in "Hurricane Neddy" when the awkward townspeople,
in a not very successful attempt to reconstruct his house, push him too far:

"Calm down, Neddilly-diddily-diddily-diddily... They did their best... Shoddilly-
iddily-iddily-diddly... Gotta be nice... hostility-ilitybilitydility aaaw hell diddly ding
dong crap! Can’t you morons do anything right?!"

From time to time, Flanders uses "diddly" as a tmesis (tmesis is such a linguis-
tic phenomenon in which a word or phrase is separated into two parts, with other
words interrupting between them [3]), such as in the episode "Summer of 4 Ft. 2" in
his short letter at the summer house to the Simpsons ("Wel-diddly-elcome”, to which
Homer responds, "He actually wrote "diddly").

3. Yoink!
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After being used many times on The Simpsons, "Yoink" has got widespread
usage as a verbal exclamation made when stealing or removing an object either from
the rightful place or its owner. It can be used as a verb: "I yoinked it."

First used by Homer Simpson in the episode called "Duffless", when he
snatches the wad of money he saved, by giving up drinking for one month, from
Marge.

Probably, "Yoink" is an imitation of the sound effect, performed by a violin,
which, as we all know, is used to show that something is being unceremoniously re-
moved or stolen without any permission. I guess, the most recognizable example of
this would be during the intro to the episode "The Jetsons", where George holds out a
dollar bill and "Yoink", and Jane takes the whole wallet instead.

Some people invented the law of Yoink. The point of it: if you steal something,
but say "yoink!" at the same time, that means it automatically passes ownership over
to the yoinker.

4. Well-Wisher

Someone who does not wish you any specific harm.

When Homer asks the people in the pub if they are his soulmates and friends,
Moe responds:

"I'm a well-wisher, in that I don’t wish you any specific harm."

If we talk about the translation of such words — it is quite difficult to find an
appropriate equivalent in the Ukrainian languages. We can translate catchphrases, us-
ing calculating, descriptive, contextual kinds of translations or compensation. I have
pondered this question and now I am sure there are no certain pieces of advice or
rules for translating corresponding phrases or words. We, as translators, have to
weight everything, ranging from the context of the whole dialogue, for instance, to
the audience’s worldview.

In addition, I consider slang to be an inseparable part of any language — any at-
tempts to divide formal and informal styles are doomed to fail. Moreover, now it is
hard to classify the vocabulary into different categories — that is why it is not even
necessary.

I should also point out that catchphrases characterize the individuals in a very
clear way; they add a twist into their personalities, because the language of a person
is as important and catchy as their clothes or manners. It is a noticeable feature,
which can play a key role for the show’s plot and series’ success.
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I believe that language demonstrates all the processes take place in the culture
of any society. In my case — the American, but also the worldwide one. "The Simp-
sons" is the TV show broadcast for many decades. Episodes consist of different ec o-
nomic, political and social events — by the reason of that they are crucially topical.
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N.E. Zhyhir, N. M. Semeshko

SOME ASPECTS OF STYLISTIC PECULIARITIES OF LANDSCAPE
DESCRIPTION IN F. SCOTT FITZGERALD’S NOVEL
“TENDER IS THE NIGHT”

Currently, a special place in linguistics and stylistics is devoted to the study of
literary texts and units that make it up, among which there is a landscape description.
A verbal and artistic landscape is the subject of study of a large number of works in
literature (G. Tolov, 1. Shaitanov, A. Apenko, B. Galanov and others). But this topic
cannot be called complete, because some aspects of the verbal landscape were not
considered in detail. Landscape description, as an important functionally loaded ele-
ment of the "world of artistic work" [3, 87], tends to change over time.

The study of a landscape description, as a fragment of a text, is impossible
without the analysis of vocabulary and syntax. As we know, the landscape descrip-
tion, reporting the world around the person, contains a special set of lexical and syn-
tactic stylistic devices, which are unique for it. This is when the analysis of the verbal
landscape at these levels is considered by researchers as a particularly important
one [2, 113]. Without a thorough study of vocabulary and syntax it is impossible to
identify those verbal components that qualify a particular description as a landscape.
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All the characteristic features of F.S. Fitzgerald’s creativity are expressed in his
manner of writing, creating not the characters, but also the environment. First of all, it
concerns landscape descriptions.

F.S. Fitzgerald's constant attention to nature and cities, to a particular person,
causes an accumulation of stylistic devices that, when interact, create a powerful ef-
fect of uniqueness, which is a feature of the writer's style. The author deeply and
clearly depicts landscape descriptions for understanding of the inner world of his
characters, their social connections, and the attitude towards the other characters.

The very beginning of the novel starts with a landscape description, which
transmits the reader in the summer of 1925 to the French Riviera. The description is
sufficiently detailed and allows the reader to feel and see everything that the author
sees with the help of a large number of epithets and metaphors in the first three para-
graphs. The first thing we pay attention to is the colour epithets "rose-colored hotel"
[1, 3], "bright tan prayer rug" [1, 3], "canes, the pink and the cream of old fortifica-
tions" [1, 4], "the purple Alp" [1, 4] in order to create a detailed and vivid image of
the area depicted by the author. This is also made by a metaphor that depicts the ho-
tel, without mentioning the colours directly "flushed facade" [1, 3]. With the help of
the meaning transfer, "flushed" can be understood as that was a hot summer day.
With the help of another metaphor and simile, one can imagine that the hotel was the
only modern seafront place, because "... many bungalows are cluster near it, but when
this story begins, only the chaos of a dozen old villas are rotted like water lilies
among the massed pines ... " [1, 5] — only a dozen old bungalows remained, which
the author compares with the rotten lilies. F. S. Fitzgerald pays enough attention to
the location of the mountains — "the purple Alp that bounded in Italy were cast across
the water and lay quavering in the ripples and rings sent by sea-plants through the
clear shallows" [1, 7] — using the metaphor, the author depicts the peace and tran-
quility that surrounded the town.

Analyzing the novel, we can conclude that one of the most frequently depicted
elements is the sky. The author uses a large number of tropes to depict and impart a
realistic picture.

Throughout the whole novel, the image of the sky is dynamic, — the sky is con-
stantly changing, depending on the events in the plot and the relationship between the
main and secondary characters. For example, at the beginning of the work, the author
uses a large number of epithets and metaphors that have a positive meaning, usually
using similes and colour epithets — "light blue sky" [1, 14], "...the late afternoon sky

336



bloomed in the window for a moment like the blue honey of the Mediterranean ... "
[1, 17].

After Dick realized that he fell in love with Rosemary and his relationship with
Nicole would not have a happy ending, the sky landscapes change rapidly — "cannons
were shooting at the hail-bearing clouds in order to break them. Then the storm came
swiftly, first falling from the sky, then doubly falling into the torrents from the moun-
tains and washing loud down the roads and stone gutters; with it came a dark, fright-
ening sky and savage filaments of lightning and the world-splitting thunder, while the
rugged, destructive clouds fled along the past hotel" [1, 94]. Describing the relation-
ships and feelings of the characters along with the forces of nature, the author points
out that everything is interconnected. The author uses metonymy "cannons = thun-
der" to visualize the actual image and thus includes sound associations. As for the ep-
ithets, they are mostly color and depict the sky in dark colours "a dark, frightening
sky". The winds and storms also help the reader to imagine the landscape and carry
the function of plot motivation — the metaphor "hail-bearing clouds" indicates that
something will happen very soon and this can be changed, and in the following lines
you can see the metaphor of "savage filaments of lightning" and the epithet "world-
splitting thunder ", which points to the result of this burning night.

The next important element in the landscape is water, especially the sea. Quite
often, F. S. Fitzgerald turns to the marine element for the transfer of emotions and
feelings of the characters. Such landscape descriptions usually perform the psycho-
logical function. At the very beginning, the Mediterrancan Sea arises as a magnificent
element that is filled with a variety of colours and shades: "Fifty yards away the Med-
iterranean has yielded its pigments..."[1, 101].

In some landscape descriptions there is a combination of sea and sky landscape
description, which makes the image of the surrounding world even more detailed.
Onomatopoeia "Boats were creaking..." [1, 202] and the metaphor "glaucous sea..."
[1, 176] point to the relaxing and calm morning atmosphere observed by Dick and
Rosemary from the car window.

Water element also has a tendency to change along with the change of the
characters and events. "In November, the waves grew black and dashed over the sea
wall on the shore road — the survivors of such a summer life were gone, and the
beaches were melancholy and desolate under the mistral and rain"[1, 83]. Using the
metaphor, "waves grew ... dashed", "the beaches were melancholy and desolate", the
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author points out to the despair of Nicole Diver, who is currently strolling in her mind
next to the hill and contemplating her life and those events that influenced it.

The final landscape description is divided into several parts that are full of var-
ious stylistic devices. The first part is contrasts with the light and happy beginning of
the novel. "It was a yellow, hazy morning; the squares and arcades were crowded..."
[1, p. 301] — if at the beginning we could see fair colour epithets and metaphors that
depicted heat and bright summer day, now the landscape description contains hazy,
grey colour epithets "hazy morning" and yellow colour which means uncertainty.

The last part of the landscape description points out to inevitable farewell of
Nicole and children with Dick and the beginning of new lives. "A white sun, chivied
of outline by a white sky, boomed over a windless day... He raised his right hand and
with a papal cross he blessed the beach from the high terrace. Faces turned upward
from several umbrellas". [1, p. 397] This description sets melancholy caused by
goodbye and sadness. There is a large amount of white colour in the epithets, that
represents clearness and bright future. Epithet "windless day" informs about calm,
windless and sunny day, since at the end we will know that every main character will
be happy in their own way.

Thus, described above stylistic devices help depict appearances of the charac-
ters and promote development of their characters, feelings and behaviour.

REFERENCES:
1. Fitzgerald F. S. Tender is the Night. — Hachette UK, 2013. — 400 p.
2. McQuade D., Atwan R. Popular writing in America: the interaction of style and
audience. Oxford University Press, USA, 5 —p. 112 — 115.
3. Moore M. T. Fiction: Serious reading, critical reading //The English Journal. —
2004. — vol. 58. — Ne. 2. — p.85 — 90.
M. S. Yakymets, N. M. Semeshko

STYLISTIC FEATURES OF THE PORTRAIT DESCRIPTION
IN FENIMOR COOPER’S NOVEL «THE DEERSLAYER»

James Fenimore Cooper is a prolific and popular American writer of the first
half of the 19th century. His historical romances draw a picture of frontier and Amer-
ican Indian life in the early American days, which created a unique form of American
literature. Cooper was one of the first major American novelists to include African,
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African-American and Native American characters in his works. In particular, Native
Americans play central roles in his Leatherstocking tales.

«The Deerslayer, or The First War-pathy» (1841) was the last of James Fen-
imore Cooper's Leatherstocking Tales to be written. The novel «Deerslayer» contains
such an important type of the author’s speech, as «description», which includes
«portraits» and «landscapes».

In literature the term portrait refers to a written description or analysis of a per-
son or thing. A written portrait often gives deep insight, and offers an analysis that
goes far beyond the superficial [3, 18]. While creating a literary portrait the author
took into account a character’s appearance, taken from the reality: the portrait resem-
blance is very important. A real person is known as an artistic whole, as a self-
contained and complete «plot» for the verbal art. Exactly in an artistic and holistic
image of a real person - the originality of his «face», thoughts, speech that occurs in
his character, in demeanor and in autobiography, in creation - lays the aesthetic es-
sence of genre of the literary portrait [1, 107]. The components of the structural and
semantic model of the description type text are identified on the basis of the principle
of semiotic classification of texts fragments.

A portrait is inseparable from its functions. A portrait in an artwork serves as a
“narrator” about the main character, linking the appearance with the features of his
psychology. Studying a portrait of a character we are considering it as a function of
the appearance and at the same time as the fact, which is generating knowledge ofit.

A favourite romantic device in portrait descriptions, used abundantly by
Cooper, is the pairing of opposites. The main characters of the novel Hurry Harry and
Deerslayer are compared and contrasted repeatedly, and there are many differences
indicated between the two men: «The stature of Hurry Harry exceeded six feet four,

and being unusually well proportioned, his strength fully realized the idea created by

his gigantic framey [2, 16]. «Deerslayer, as Hurry called his companion, was a very
different person in appearance, as well as in character. In stature he stood about six

feet in his moccasins, but his frame was comparatively light and slender, showing
muscles, however, that promised unusual agility, if not unusual strengthy [2, 17].
Hurry Harry is immediately and sharply depicted as an antipode of Deerslayer.
The author used this device to create the atmosphere of two various worlds. Hurry is
six feet four, Deersalayer can hardly be estimated as a physically strong man. Pleo-
nastic combination «unusually well proportioned»is employed to achieve literary ef-
fect. The writer could have used well proportioned only; however, unusuallyis added
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in order to emphasize and give an even clearer meaning. Epithets «light and slender»
are employed by the writer to make Deerslayer seem less important and weightly than
he really is. The two characters become a hero and a villain, respectively, as the plot
develops. They are at odds with each other early in the novel, although they travel to-
gether and require each other's help against any attack by the roving bands of the In-
dians.

The two daughters of Tom Hutter Judith and Hetty have been described in such
a way by Hurry Harry that they appear as very different — and opposite — types,
psychologically and physically. «Hetty is only comely, while her sister, I tell thee,
boy, is such another as is not to be found between this and the sea: Judith is as full of
wit, and talk, and cunning, as an old Indian orator, while poor Hetty is at the best but

'‘compass meant us'» [2, 23].

The epithet «comely» describing Hetty is used deliberately by the author, as the
first meaning of'it is «agreeable; suitabley (s6ionosionuii), as well as the word «poory
(HeOocmamuitl) possessing a negative connotation of «a low or inferior standard or
quality». Judith is far more beautiful than Hetty and is compared with an Indian ora-
tor, having a sensible mind full of eloquence of speech and craftiness of a cunning
fox. The officers calls Hetty «compass meant usy», where «compassy is for the point
and «meant us» for the intention. Poor Hetty is on the verge of ignorance, and some-
times she stumbles on one side of the line and sometimes on the other.

Two main characters, Chingachgook and Hist, enter the story in the 10 chapter
and Cooper immediately contrasts the Indians with Deerslayer and Hetty, respective-
ly. When portraying Chingachgook and Deerslayer, Cooper stresses that although
they have opposing traits because of their respective «gifts», they resemble each other
a great deal. The two warriors on the «first warpath» complement each other more
than any other pair of characters in the romance. They are blood brothers with the
same basic education, and their ideals are very similar, except for loyalty to some In-
dian and Christian codes. Chingachgook is especially pleased because Deerslayer has
killed his first enemy in the battle, but Natty modestly replies that: «/ fou't like a man
of red gifts, and I fou't like a man with gifts of my own colory [2, 72]. Portrait descrip-
tions in the novel are full of colour epithets : «Deerslayer is a pale face and has pale
face hands» [1, 148]. «The best of loping red-skins, as you call 'em» [2, 165]. Colours
help Copper to form semantic system of symbolic meanings. White means gentle and

counterrevolutionary, while red means dangerous, revolutionary.
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The meeting of Hetty and Hist enables Cooper to contrast also the girls. Alt-
hough they resemble each other in their simplicity and honesty, important differences
are noticeable: «Hist’s smile was sunny as Judith's in her brightest moments, whose

voice was melody itself, and whose accents and manner had all the rebuked gentle-

ness that characterizes the sex among a people who habitually treat their women as
the attendants and servitors of the warriors» [2, 170].  With good reason Hist is
compared with Judith. Indeed the epithet «sunny» and superlative degree «the bright-
est» accentuate her gentle nature and tenderness, her voice is like a melody thus, she
represents the finest qualities of Indian womanhood. «Although Hetty had no claims

to her sister's extraordinary beauty, many thought her countenance the most winning

of the two. It expressed all the undisguised sincerity of her character, and it was to-

tally firee from any of the unpleasant physical accompaniments that so frequently at-
tend mental imbecility» [2, 177]. Not having «extraordinary beauty» Hetty represents
composure, simplicity, honesty, and innocence despite her feeble mind. She is always

the voice of morality who speaks out against violence and bloodshed.

James Fenimor Cooper is an expert of portrait descriptions. Words which
denote human beings and animals have an a priori potential. When searching for their
functional, semantic and stylistic characteristics it is significant to use perspective of
descriptive context and its logical-semantic, lexical-grammatical and communicative
parameters: the context of a description specifies that not any hierarchical union of
designational words of a «a face, a person» subset can equally be the subject in the
description of a portrait. Descriptive context as a function allows us to find
functional-semantic-stylistic characteristics of words which denote human beings.
Writer’s selection of certain types of portrait descriptions fill the novel with bright
and splendid images, which occur in the reader’s mind. The most commonly used
types of portrait descriptions are: psychological and external, which are represented
in Hist and Hetty characteristics, group and individual, which are the part of Hurry
and Deerslayer descriptions.

REFERENCES:
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problem in literature and cinema. — M.: Vyssh. shk., 1974, — 200 p.
2. James Fenimore Cooper: The Deerslayer : [9nektponnoit pecypc] / Pexum mo-
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