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BBEOEHWVE | INTRODUCTION

Mpbr papgel mpencraBuTh Bamemy BHMMaHMIO
BTOPOVI BBIIIYCK MEXIyHapOoaHOro cOOpHMKa
HayuHblx cratem Women in  Literature.
PemaxiimoHHas KoJUIeIMs C YIOBJIeTBOPeHVIeM
OTMEYaeT, YTO B HOBOM BBIITYCKe PacCIIVIPUJICS
KPYT 3apyOeXXHbIX YUaCTHUKOB — HajleeMcsl, 4YTO
JaHHas TeHIAeHIIMs CoOXpaHUTcs U B OynyieM. VcciiemoBaTeIbCKmm
AMana3oH JAaHHOIO BBIIYCKa, KaK ¥ IpeablayIlero, BecbMa I1poK:
Hapsay € KJIacCUMYeCKUMM, aHaJIM3VPYIOTCS IIPOM3BeAeHMS HaIlIX
COBPEMEHHUII; WM3y4eHVe TBOpYecTBa OTHEeIbHBIX IepCOHAIVIV
coueTaeTcsl C KOMITapaTUMBHBIMU VICCIICOBAaHMAMM; ITPeICTaBIeHbI
pasHooOpa3Hble Hay4HBbIe MOAXOAbl K aHaJINM3y XydOKeCTBEHHOI'O
TeKCTa.

CBoeobOpa3HbIM BBeIeHVEM KO BCeMy COOPHMKY CTayIo 3cCce
aMepuKaHCKOM mmcaTeapHMIBI 1 1o3teccsl P.D. Gourlais Women
Writers & Their Contributions to English Literature, B KOTOpoM
IIPOCIIEXMBAETCS Iy Th, IIPOTIIEHHBIN AHTJIOSI3BIYHBIMU
micaTtenbHMIIaMn oT KoHua XIX go mavana XXI Beka; mpm 3TOM
ocoboe BHMMaHMe VIeseTcs TeM COLMaJIbHBIM ¥ KYJIbTYpPHBIM
CTepeoTHIIaM, CAepXKMBalolllee BIIVISHME KOTOPBIX IIPUXOMAVIIOCH
IIpeoziosieBaTh KeHIIMHaM-IIcaTe/IbHMUIIaM Ha ITyTH IIOVICKa CBOETro
rosioca.

CraBumit yXe TpaAUIIMOHHBIM pasgen «llepeudnTbiBas
KJIaCCMKY» OTKphBIBaeT wuccienosanue Ompru I'yrap «3aragkm
o3TKM DOMwin [JukuHcoH». Kak oTMmedaeT mcciieioBaTesIbHMIIA,
HEOPAVMHAPHOCTD JIMYHOCTY aMepPVKaHCKOV IO3TeCChl BO MHOI'OM
omperesia ee IIO3TUYECK/e 3KCIIePUMEeHTBI, KOTOpble paspyllain
TpaJVIIIOHHbIe KaHOHBI CTUXOCIOXEeHWUs, a II0OTOMy He ObuIn
aZleKBaTHO BOCHPMHSATHI COBpeMeHHMKaMy OMwIN [IMKWHCOH.
OnHako M B COBpeMEHHOM JIMTepaTypPOBedeHWMV, 0 MHEHVIO



aBTOpa CTaTbl, HeT eOVHOV TeOpwuy WIM MeTOOVKWM aHasIun3a
XyJOKeCTBEHHOI'O TeKCTa, KOTOpasi I03Bo/IIa Obl B IIOJTHOM Mepe
OTpa3uTh DIyOUHY 1 crielUKy HO3TUYECKOTO JapoBaHus DMWIN
JHMKMHCOH.

Mapwuna VockeBuu B cBoet cTaTbe obpaltiaeTcs K IpoOseMam
COLVAJIBHOTO IIOJIOKeHWS JKeHIIVHBI B BUKTOPMAHCKYIO 3IIOXY WU
IIpOCJIeXVBaeT, KaK TeHJepHble CTepPeoTUIIbl  aHIJIUICKOIO
obmectea XIX Beka oTpaswinch B pomMaHe ODMwiM bpoHTe
«['pozoBoii mepeBas». AHa/M3MPyd OCHOBHOV KOH(IIMKT U
oOpasHyI0 CUCTeMY IIPOM3BedeHNs, 1CCIeoBaTe/IbHMIIA IIPVIXOOAT
K BBIBOMy, YTO >XEHCKMe oOpa3sbl, CO3IaHHBIe DOMWIN bBpoHTe B
«[')pozoBoM mepeBasie», B TIIOJIHOM Mepe OTpaXaroT KapTUHY
reHIePHOI0 HepaBHOIIPaBV B BUKTOPVAHCKOV AHITIVNAL.

OOpamasce x TBOpuectBy [IkevtH Octen, Enena Ilos3yn
cocpefoTadyMBaeTCcsd Ha CTWIVCTUYECKOM MacTepCTBe aHIJIMIICKOWM
IIVICaTeJIbHILIBL. ABarmmsupys pOMaHBbI «['opmocTb "
1pesy OexaeHve» 14 «HopTteHrepckoe abbartcTBO»,
ViCCIIeloBaTe/IbHUIIA IIPUXOAUT K BBIBOAY, YTO 3KOHOMHBIVI, HO
IIpenejIbHO  BBIPA3UTEIbHBIVI, XMBOM W  WMPOHWYHBIN  CTWIb
JIx. OcteH co3maeTcs C TMIOMOIIBIO  TaKMX IIPUEMOB, Kak
IiepeuricjieHre, Ilapa/UlejlbHble KOHCTPYKIMV, XapaKTepHbIe,
IIpeXae BCero, IJIsT aBTOPCKOM pedy, a Takke CTWIVCTIYecKas
VIHBEPCISL.

B MupoBoVi smTeparype IIOCIIeIHUX ecaTiieTnii XX Beka
OTMeuaeTcsl sIBHBIV IIOJIbeM MHTepeca K IIpodiieMe MOeHTUYHOCT.
He ocrapiisier coMHeHWUI M TO, YTO JaHHas IIpoOjieMa He yTpaTUT
aKTyaJIbHOCTVI M B HOBOM ThIcadesieTnn. OTpakeHre pasImuHBIX
aclieKTOB JaHHOV Ipo0JieMbl B ITPOM3BEIEHVAX aHITIOS3BIYHBIX
IycaTesIbHULL — TeMa CJIe[IyIolIero pasmesia JaHHOro cOopHuka, «B
IIOVICKax MIeHTUYHOCTVI.

Anna bytelpumMk oOpaliaeTcss B cBoeM MCCIIeIOBaHUM K
TBOPYECTBY  aBTOpa, 4bd OCHOBHasg TemMa -  CJIOXHBIE
B3aVIMOOTHOIIEHMsI MeXIy JIOObMM, >KMBYLIVIMM B YCJIOBMAX
pasfielleHnsl II0 3THUYECKOMY IIPU3HAKy. AHaJM3Upys COOPHMK
pacckasos JDx. Jlaxupu «TonkoBarerns Henyros» (Interpreter of
Maladies),  A.DByteipumk  yOenmTeslbHO  [JJOKasbIBaeT,  4YTO
KOHIIeIITyaJIbHOe ¥  KOMIIO3MIIMOHHOe eOMHCTBO COOpHMKa
OCHOBBIBAeTCs Ha CJIOXKHOWM CUCTeMe «CKBO3HBIX» MOTMBOB:
B3aVIMOOTHOIIIEHMsI B CeMbe, OTHOIIeHVe K HallVOHaJIbHOM



mcTopum, oOpeTeHue 1 cCOXpaHeHVe HallMIOHAJIbHOV MIeHTUYHOCTH,
IIPUYaCTHOCTb W paBHOAYIIVE, B3aMMOIEVICTBMe WHOVBUAA U
cooO1recTna 1 T.1I.

Hatanpg 2KiioGo B cratbe «OO0pasel M CIOXXETBI aHTUYIHOM
Mudosiornn B TBopuectse Imopum Hevwiop» neMoHCTpupyeT Ham
XyHAOXKeCTBeHHble MeXaHWM3Mbl, C IIOMOIIBIO KOTOPBIX adpo-
aMepVKaHCKas IMcaTeIbHMIIA, 3aMIMCTBYsI HEKOTOpble OOpasbl M
MOTMBBI W3 aHTUYHOM MMUQOIOTNNM, pacKpblBaeT aKTyaJIbHYIO
1po0sieMy camMoVieHTIMKALNY KEeHIIMHBI B COBpeMEeHHOM MVIpe.
Crnenmdmuka npomssenennit ['mopum Hevtop 3aximodaeTcst B TOM,
YTO ee TepoMHSAM IPUXOOAUTCA YyTBepXJaTh CBoe IIpaBO Ha
caMoolIIpesie/leHVie He TOJIbKO Kak JKeHIIMHaM B Mupe, B KOTOpOM
AOMVHWPYIOT MY)KCKMe IIeHHOCTM W YCTaHOBKM, HO W Kak
«TeMHOKOXXVIM» B MUpe, B KOTOPOM BJIaCTHbIE CTPYKTYPbl HAXOIATCS
1101, KOHTpPOJIeM IIpeJicTaBuTesIel «OeIov» pachl.

[IpoGriema wpaeHTHMdUKALMM B 3HAYUTEIBHOWM CTeleHM
3aTparmBaeT ¥ caMble (pyHIaMeHTaJIbHble OCHOBBI JINTEPaTyPHOIO
TBOpYecTBa. JuTaTesibcKMe CTepeOTUIIbl M KaHOHBI KPUTUKM
3a4acTyl0 CTaHOBSTCS IIPUYMHONM TOrO, YTO «VMAeHTUUKALISA»
IIpOM3BeIeHNs, TO eCThb KlaccuduKalysd ero C TOYKM 3peHMs
IIpVHaJIeXXHOCTV K TOMY I VIHOMY
HallpaBjleHII0 / TeueHNIo/ MeTOly, CYIIeCTBeHHO peayLupyeT ero
IOUIMHHYIO XYIO0XXEeCTBeHHYIO IeHHOCTb. OO0 3TOM, B 4acTHOCTH,
unetr peub B crathe HaTtasem IlosaisieBoin «Queer World, Queer
Writing, Queer Reading? [IxeHer YwHTepcoH 00 aBTOpCTBe U
ceMroTVKe TIoa». VicomenmoBaTenpHMIIA, omnupasch Ha  [Ba
IIpOM3BeleHNs COBpeMeHHOV OpUTaHCKOV MicaTeIbHUIIBL — pOMaH
«Tavmonmce wi1oTy» 1 3cce «CeMMOTMKA II0JIa» — NEMOHCTPUPYET,
Kak /DxeHeT YMHTepCOH I10CIIeZIoBaTeIbHO paspylllaeT IIPUBbIYHbIE
reHIepHO MapKMpPOBaHHbIe YUTaTeJILCKVIe TPAKTUKIAL.

ITocnemuuin paspenn coopHuka - «KeHckast jmTepaTypa Ha
pyOexe TeIcAdesleTUi» - OTKpBIBaeT CTaTbsd OpasvIbCKOM
VICCIIeIOBaTe/IbHMIIBI  COBPEMEHHOV aHIJIOA3BIYHOV JIMTepaTypbl
Kapser Ansec na CuteBa The Hours: Woolf, Lessing, and Cunningham
in a Literary Mosaic. OcHoBbIBasACh Ha Teopun
VMHTePTEeKCTYaJIbHOCTY, OHa paccMaTpyBaeT pOMaH aMepPUKaHCKOIO
mcateirs Mamxia Kannmnrema «Yacbl» Kak TeKCT-MO3auKy,
YacTAMM KOTOPOW SBJIAIOTCS 00pasbl M MOTMBBI ITPOV3BEIIeHUN



Bupmxvmvn Bynd 124 Hopuc Jleccumr, TBOPYECKM
IIepeoCMBbICJIeHHble aBTOPOM JaHHOI'O IIPOV3BedeHVIs.

Tartesina Yemypako B cratbe Toni Morrison: Writing the Great
American novel jaet 0030p TBOpUecTBa COBPeMeHHOV aMepPUKAHCKO
IycaTeJIbHULIBL, 0cO0Oe BHMMaHMe yaelsss TeM OOBeKTMBHBIM U
CyOBeKTMBHBIM  paKTOopaM, KOTOpble OKasajli  pellaroliee
BO3/IEVICTBMEe Ha (POPMMPOBaHME TBOPUYECKOV VHAVBUIYaJIBHOCTV
Tonu Moppucon.

Anacracusa MartyceBu B uccoienosanum «Ckaska o Cunen
bopone B demunucrckon wmnHTepnperanuu AHmkensl Kaprep»
oOparrtaercs K  WCK/JIIOUMTEIIBHO  aKyTaJIbHOV  TeHIEeHIINN
COBpPEeMEeHHOVI )KeHCKOVI JINTepaTypbl — (PeMVHICTCKOV PeBU3UN TexX
KyJIbTYPHBIX ~ KOIOB, KOTOpble  OTpaXXaloT  TpaJauILVIOHHbIe
IaTpuapxaTHble B3IJIAOBl WM I1IeHHOCTH. VIccilemoBaTeslbHMUIIA
IOZIpOOHO OCTaHAB/IMBAaeTCS Ha IIpeoOpasoBaHMSIX B CUCTEME
IlepcoOHaXKel 1 CIOXKeTHOV KaHBe cKa3ku o CuHent bopone, kotopsle
npounsBogut Anmxeria Kaprep B pacckase «KposaBasi koMHaTa»,
cosflaBasi, TaKMM OOpa3oM, COBpeMeHHYIO0 (PeMMHWUCTCKYIO BepCUIO
TPaJVLVIOHHOTO CKa30YHOTO CIOXKeTa.

Beponmnka  CumaukoBa  m30uMpaeT OOBEKTOM  CBOEro
ycciieoBaHMsl COOPHMK paccKa3oB COBPEeMEeHHOW OpuTaHCKOM
mvcaTersbHULIBL AHTOHUM barvietr Little black book of Stories. Kaxk
OoTMedYaeT MccilefloBaTe/IbHIIIA, COOPHMK, HECMOTPSI Ha pas3/Iindis B
TeMaTuKe ¥ CTWINCTMKe BOIIeAIINX B HEro paccKasos,
IpeJicTaBiIsieT cobom eamHoe IpomsBeneHne. KonuenryaipHoe
eIVMHCTBO OODecrieymBaeTcd 3a CYeT cneumcpmquKoﬂ KOJIBIIEBOI
KOMIIO3UIIY COOPHMKA, BBedeHMsI CKBO3HBIX TeM, a TakXe 3a cueT
BUPTYO3HOIO coueTaHWs KOMIIOHEHTOB peaJIbHOTO 14
daHTacTIYeckoro.

ABTOpPBI 1 pefaklMIOHHas KoJUlervsi COOpHMKa BbIpa’karoT
HaJleX 1y Ha JaJIbHeVilllee IVI0J0TBOPHOe COTPYIHIYECTBO CO BCeMU

3amHTepecoBaHHbIMM JnaMu. [ Ipusaraoro urenvs!

Hamaxwvs IoBasseba



WOMEN WRITERS & THEIR CONTRIBUTIONS
TO ENGLISH LITERATURE

P.D. GOURLAIS

I begin this introduction by way of recognizing the English
canon. The canon has long been a tour-de-force behind the
education of readers and writers in the English language. A majority
of this curriculum has spawned an immense interest in the writing
of men. Throughout history, men have had the time. Men have had
the money. Men have been the publishers. Men have monopolized
and capitalized upon the power of writing houses for centuries. Men
have edited the words of women. Therefore, the female writer has
long been educated and granted by a male-dominated system.

As words are used to express ideas, part of the woman writer
and her journey has been to reclaim a language that was once her
own. She must find the self inside a frame that has already been
constructed for her. She must free her voice from captivity and let it
sing. Hers is a language from the beginning where it was once pure
and integrous; a possibility all her own before her words were
uttered. In a transformative feminist text, Mary Daly! unveils an
attempt to assign meanings to words from a radical feminist stand-
point. Websters” First New Intergalactic Wickedary of the English

1 Mepu [ - KysbToBast purypa COBpeMeHHOW (PeMMHUCTCKOV TeOpWw,
OoKTOop Teosiormn u dwiocopum; B 1969 1. yBumera cBeT ee IlepBas
nposokatuBHasgs KHura The Church and the Second Sex, mociie IIyOrnmKamym
Kotopon Mepu a7 He ToXeJIay MPOIINTh KOHTPAKT Ha IIperofaBaHye B
Boston College, omHako 3T0 yBOJIbHEHVIE BBI3BaJIO CTOJIb IITMPOKWIT PE30HAHC B
aKaJIeMn4ecKOll Cpelle, UYTO BCKOpe PYKOBOMACTBY KOJUIEMKa IIPUIIUIOCH He
TOJIBKO BOCCTaHOBWUTH [I37Ii, HO M IIOBBICUTH ee B AospKHOCTH. B 1987 romy
Mepnu [y co3maeT B Buie TUIIepTeKCTa IIapOAMIO Ha IlaTpuapxaTHBIe
citoBapu Websters” First New Intergalactic Wickedary of the English Language
(Wickedary). C anexrporHOM Bepcuent Wickedary MOXHO O3HAaKOMUTBCS IIO
anpecy: http://www.catnyu.edu/wickedary/index.html. - 3dect u Oaxee
npuMmedanus peoakmopa.
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Language was written with the intention of taking back centuries of
connotation. Daly successfully demystifies the rhetoric of what she
coins as “daddy dick-speak”. Both witty and intelligent in nature,
the Wickedary serves as a reference manual for feminist writers alike.
The effect of Daly’s cause is daunting. The language is creative,
tempting and refreshing. She conjures a fresh look at the English
language which in the Wickedary is entirely born from the minds of
women.

I take no humiliation in admitting that I cannot find a root to
the doom of a woman writer. As a female poet, this has haunted
many nights and days of my life. This misfortune is a phenomenon
which Virginia Woolf painstakingly tried to unravel through
exploring economics, the structures of society and the life of the
woman writer in her essay A Room of One’s Own. The demise of the
woman writer is not prevalent in the English language alone. For
women writers around the globe, the invisible binds, the
suppression of words and censorship prevail at no contest.

What lies behind the hazy world of literature are the lifestyles
and customs of men. As a child, I was educated in the English
classics. The professed greats were men at school and at home.
Authors such as Dickens, Carroll, Shakespeare, Twain, Chaucer,
Wright, Hemingway & the list seems to continue on without end.
These authors were accessible and easy to read. Throughout my
adult life, it has been hard for a modern author to rival my
appreciation for the great works, many of which have become
masterpieces in my personal collection. In retrospect, where are the
women | was encouraged to read? I can only wish to count them on
one hand. The task is virtually impossible and seems to always fall
back on Mary Shelley’s Frankenstein and Charlotte Perkins Gilman’s!
The Yellow Wallpaper. If we have heard of them, a woman is adored

and celebrated for her one known piece rather than her lifetime or
breadth of work.

1 IMapnorra Ilepkmuc I'myiMan - m3BecTHas aMepuKaHCKasl IMcaTeIbHMUIIA-
deMIMHICTKa; ee TBOpUecTBO oxBaThbiBaeT Itepuop, ¢ 1890-x o 1930-e romer. B
kHure The Yellow Wallpaper (1899) otpaswmick daktsl Omorpadpmm camont
HMcaTeIbHUIIBL: TepOUHs, KOTOpPOV ObUI IIOCTaBjleH [IMarHo3 «UCTepus»,
ITOCTEIIeHHO CXOAUT C YMa B JIOMallIHeM 3aTOYeHuM, KOTOpoe ObUIO POIcaHO
eV IOKTOpaMI B KaueCTBe «JIeUEeHISI».
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Therefore, the question remains: What is the driving force
behind the pivotal authors who are women? Why do women write?
I would argue that the most intimate portrait of a woman’s mind is
to be found in her diary. The contents of her purse are far less
interesting. For most, writing has been an art that is highly personal;
a craft that is exclusive and rarely cultivated beyond herself. Rather
than an objective contribution, for which many male writers have
been praised and honored, women have struggled with their own
subjectivity. In privacy, women have had a tradition in the art of
journal keeping and letter writing. Here they are capsuled inside of
solitary worlds; their words hidden from view in locked cabinets
and envelopes. For centuries, Women writers have been invisible to
the public eye. In the 21st century, we are beginning to examine the
foundations of what it means to be a woman and to write as women
do. Every woman is a story of her own.

To remember I am a woman writer, I conduct a ritual once a
year. I dust the covers of my favorite novels such as Art & Lies by
Jeanette Winterson, Orlando by Virginia Woolf or the poems of
Emily Dickinson. The fragments of Sappho mystify my mind. Upon
revisiting these authors, I am swept away, moment after moment,
word by word and page by page to hunt these original voices. What
sets them apart from male writers is their ingenuity, their strength,
their steadfast determination to speak what has not been said
before. For the woman writer, her work is greatly influenced by a
will to survive; a literary Darwinism not so much in the spirit of
survival of the fittest (since most of women’s writing does not fit
into the cubbyholes of a man-dominated literary world) yet the most
fitting to survive. Statistically speaking, there are few that will
acheive publication. Even fewer who will make a primary career
from such a male privileged profession.

If the woman writer is not writing for economic reasons, she is
writing for her art. She is one of her own kind. A work of art; a
masterpiece in and of herself. She writes with motivation and not
from permission. She creates from a need to express. She is a species
set apart from the in-group. A loner. A pariah. A dissident. An
alpha-female without her pack.

The writing of women will be seen as rebellious. If the words
of women are powerful or moving, they will be criticized. The
writing of men is under a magnifying glass. On the other hand, the
writing of women is under the microscope. In the pages that follow,
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I will attempt to trace or detail some of the remarkable feats that the
great Women of the English language have contributed to the
English canon.

I would like to begin with a landmark in the English language.
Virginia Woolf is the greatest success story for an endangered
Woman writer. Perhaps without the benevolence of her lifelong
mate, Leonard Woolf, her work would not have been published in
the critical time-period in which she thrived. At several points in her
career, she was heavily criticized by her British peers for being too
political and absolutely mad. During her life, if nothing else, she
provoked a great fear from her competitor’s and an envy that was
second to none. Despite this rough road, Woolf elevated the English
language to heights unimaginable; an effect that was hard to take
note of until the rise of the Feminism movement in the 70’s. It is
nearly impossible for a male writer to rival her influence today as
her work stands at the foreground of the English canon. To study
English literature without mention of Woolf is implausible.

Woolf is monumental. She managed to traverse international
boundaries. In her own lifetime, she found success in America
though she never set foot on American soil. As a woman who wrote
in the midst of two World Wars, she was a clairvoyant on
controversial topics such as gender, the women’s movement and the
complications among class divisions. Far before her time, she
seemed to conceive of a vision for the whole of women who write.
In this way, she was not just writing for herself yet writing beyond
gender lines, as a man would write in a world of men. She was
consciously aware of the playfulness she used to expand English to
new heights. She advertised her art while challenging the role of
syntax, style and content.

Woolf is immortal in that she is a poet with a lot to say. Her
style is poetic as she incorporates the use of vivid imagery, similes
and metaphor. As she turned over several revisions and heaps of
manuscripts, she paid attention and detail to the subtle shifts in the
use of language. As a writer, she disciplined the language and
tailored it to her own desires. In her book, The Waves, she is highly
experimental yet never lacking in control. The phrases roll line to
line in an ebb and flow. Woolf often conjured rich descriptions
which yield to both tangible and psychological aspects in the lives of
her characters.
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Woolf worked tirelessly to fit into conventions and managed
to do so with fervor and intensity going so far as to leave her private
property and mingle with society. In comparison, Gertrude Stein
augmented the potential of the English language with her ambition
for creativity and open form while managing to appease her peers
with her ingenuity. For Stein, the writer is observing the
environment in the same manner that artists are gifted to do.
Through this scope of perception, she illustrates the freedom of the
English language. She is breaking conventions of the outside world
in order to express the mysterious world within the lives of women
writers. In one instance, she quipped, “A writer should write with
his eyes and a painter paint with his ears.” In Stein’s world, the
delight of the senses play a role. Through her work, the English
language is dominated by her presence. She was the conductor for a
symphony of words. Sound is important to the tone of her work, as
paint is to the artist’s canvas, no matter what the content is of the
piece in which she is composing, the musical qualities take on a
large purpose in her word selection.

Simultaneously, she mastered the objective of the English
language by leaving her personal judgements as a writer and her
emotions aside. So much so in fact that through several lines, she
uses present verb tenses adding the -ings on her words as often as
possible. The present tense is most powerful for Stein and as
charismatic as her readings and personal delivery. Her work has
rhythm as if the phrases are continually working or striving toward
an unknown destiny. As with Woolf, she uses a stream of
consciousness to free her voice. What one encounters then is a
myriad of repetition, innovation, and whimsical language which
often appears through her humor and wit. Her word play is
nonsensical yet paradoxically alluring. Stein’s work is an array of
prose and eloquence as if the moment is moving the words she
penned rather than the text moving the reader from page to page.
Her language is unlike other writers that jot some phrases that were
once moved. Stein is untamed. A free spirpit with a pen. A reader
may easily ride the waves of her experimentation and sense the
liveliness in the present time and space. It seems she expected the
reader to return again and again to confront her work in the
moment, not so much concerned with leaving a mark for the past or
a hope for the future.
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Once in a while, a woman stumbles upon fame that touches
even the most influential men in the writing community. Emily
Dickinson speaks to both genders. The biography of her life adds a
blanket of mystery to her work.

To the curious reader in a rush, Dickinson is a perfect grab in a
fast-paced modern society. Rather the opposite to what she was
accustomed in her daily routine. It is widely known fact that
Dickinson was driven from society by her eccentricities. In essence,
her work is nearly untainted by the wishes of others as she was
largely unpublished during her lifetime. As a hermit, she produced
some of the most bizarre verse. While flirting with punctuation, her
isolation gave her the liberty to do as she would please, a pleasure
she would not ordinarily find in Amherst, Massachusetts pre-1900.
Notorious for her use of the hyphen, Dickinson lived like her words
between the hemispheres of public life and private solitude. When
the woman is writing, she becomes her work. Dickinson’s work is
awkward though she manages to maintain a timeless touch of
pristine English. Her style is lyrical yet not light-hearted. She was an
excellent penpal and managed to find intimacy through her letters.
In several of them, they reveal a kind-hearted woman; a romantic
who shaped her fantasies from her own boxed in reality. Dickinson
is the epitome of giving up on the outside world and not giving in to
the desires of others. She was privileged as the daughter of a rich
man but not as a poet, for her manuscripts were not handled until
well after her death.

There have been women writers who are unafraid of being in
the limelight. Toni Morrison is one example of a writer using her
skills for a social cause and a care for community. She raised to fame
with her a Pulitzer Prize win in 1993 for Fiction. Toni Morrison took
Women'’s literature to a new level with her lengthy success as a
novelist. She expanded upon themes few of her predecessors have
touched upon such as single motherhood, poverty, and working-
class life. She dives into several genres of literature though she is
most notable for her fiction. Furthermore, she pushed the limits of
the patriarchal paradigm in order to pursue talent beyond her own
desk. As an editor, she has promoted a wide range of African
American literature. She has also launched an academic
environment at Princeton University for talented artists to receive
recognition and push art. The Princeton Atelier program has been a
success as much as Morrison has been prestigious as a solitary artist.
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In her work ,she is often dealing with African American themes. As
a writer, she has mastered the art of dialogue. Her rich descriptions
are loaded with imagery which serves as a time-warp into other epic
times. Morrison mines the importance of realism in the lives of
women today. Her work offers a healthy departure from images
commonly known to women readers. She has taken the woman
reader away from Harlequin novel and stereotype.

To be a woman writer and a grateful reader of women’s
writing, one must be fearless of the darker side of life. There have
been many Eves, Liliths and Medusas in the English Canon one of
whom is Sylvia Plath. She enjoyed small successes from both her
novels and her poetry. The themes and haunting images of her work
clearly define the psychosis and emotional upset which bleeds into
her work, words she released before and after mental institution.
From where she was gleaning her art, Plath was a product of life as
a housewife, the mother of two and suffered from a severe and
unstable mental state. The heaviness of her poetry departs from
light topics in which other women writers have indulged. There is
no pretty little picture or optimism in her work. Plath was fearless in
divulging her thoughts. She faced her own vulnerability as a poet, a
mother and a wife. In America during the 1950’s, nothing was more
uncomfortable than a woman who dared to challenge Post WWII
ideology with her own misery. The pressure was too great and she
surrendered to her own fragility. After Plath took her own life, this
discomfort of her words followed her estranged husband, Ted
Hughes. He scrambled to defend his reputation and rightfully so.
The power of Plath’s voice won her a Pulitzer Prize in 1982 though
she was not around to embrace the prestige.

After her death, as with many women writers including
Dickinson, the honesty of her words was bound by dramatic battles
and legal issues. Her mother and Ted Hughes (who burned her last
diary) edited Plath in what proved to be a strategic opportunity to
save face.

There are those women writers who know how to fight for
their art when the duel is summoned. Jeanette Winterson has
created many tsunamis in her career. She came stampeding on the
scene in the late 80’s. In the beginning, she capitalized upon early
success and continued her trade. Winterson has established a
magnitude of respect for her work and what it has done for women.
In this sense, it is predictable that she will be remembered as one of
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the greats of the 21st century. Though Winterson is experimental,
she exhibits strict control of her voice and she shares her views with
world through an assortment of media. Her willingness to try the
undiscovered is what keeps her on the wake of dawning possibility.
In her novels, Winterson plays with transitions through plot
development often erasing the grip of time. She is known to throw
in flourishing elements or storytelling in order to surprise.
Winterson's serious approach to writing is evident in her journalism
where she takes the patriarchy head on through politics, gender and
sexuality issues, economics and spirituality. Winterson is the mother
of women writers today.

To absorb the writing of women in English, we must first
acknowledge their struggle and often tragic stories. It is only then
that we may read the writing of women in the same way our
curiosity reveals the details under the lens or microscope of life. We
must preserve the results of their efforts.
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INEPEYHUTBIBA’I KITACCUKY

RE-READING CLASSICS
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SATAOKW ITIODOTUKW DMWJIVN OAVKNHCOH

OJIBTATYTAP

The author of the article analyzes features of poetical technique of Emily
Dickinson. As the author puts it, Emily Dickinson’s poetry is a phenomenon which is
impossible to investigate with traditional criteria of the XIX century literature, and
nowadays there is no literary concept which could answer all questions about
Dickinson’s enigmatic work.

Omwm duxuHcon (Emily Dickinson, 1830-1886) Oruta m
OCTaeTCsl 3araJlouHol KaK B XXV3HM, TaK M B TBOpUecTBe. «3a He
BOIIVJIOCh HEMAJIO CTPAHHOCTEN: 3TO eé Heu3MeHHOoe OeJioe IuiaThe
(“Kenmmuaa B Oestom”) wmim oOpeueHne cebsi Ha HacTroslee
OOpPOBOJIPHOE 3aTOuYeHNe B OTIIOBCKOM jome (He 0e3 HpUYMHBI
ropokaHe HaspBamM eé “3arBopHmna M3 Awmxepcta’ u
“AMxepcTcKasg MOHaxMHs ), THe OHa [aXe C [JOpPy3bsiMU
pasroBapuBasIa 13-3a IOJIyOTKpbITON aBepm» [1, c. 1].

He mMeHee cTpaHHBIM MOXeT ITOKa3aThbCs M TO, YTO II03Tecca
BOBCe He ropeJia >KeJlaHVeM ITyOJIMKOBaTh CBOM ITpom3seneHus. [1pu
X13HU O. [JVMKVHCOH YBU/IENV CBEeT CEMb ee CTUXOTBOPEHM, [1a U Te
ObUIM OIyOJIMKOBaHBI AHOHMMHO, 0Oe3 TroHOpapa ¥ IIPOTUB €&
XermaHvi. B mmceMe x T.Y. XuIrTuHCOHY, It KOTOPOrO OHa TOXe
«ObUIa CIIMIIKOM 3araJloYHbIM CYIIeCTBOM» [2, c. 42], DMuym mmcara:
«1  ymnpibatock, korma BBl COBeTyeTe MHe IIOBPEMEHUTh C
yOJMKaler, — 3Ta MBICJIb MHe TakK 4yXga - Kak HebGocson
[InaBHuky pwiObl - Ecom cj1aBa - MOE 1OCTOsIHUME, s HE CMOTY
n30eXxaTh eé — eI Ke HeT, CaMBIN JIOJIIMII [IeHbL OOrOHUT MeHS —
TI0Ka 1 Oy1y eé mipecitezioBath — 11 Mosi Cobaka OTKakeT MHE B CBOEM
goBepun - BOT mHodyeMy - Mou bocoHormii Panr rydiie».
OrHomtenne 3. [IMKMHCOH K MyO/IMKalMM CBOMX CTMXOB HOCWUIIO
Oostee yeM TIpVHIIMIIMAIBHBIN XapakTrep. Hemapom oHa HasbiBasta
KHUTOM3aHMe «ayKI[MOHOM 4YeJIOBeUeCKOro yMa»; TBOPUYeCTBO IS
Heé ObUTO BBICIIIMM TaMHCTBOM, a «pa3Be 3a TAaMHCTBO MOXKHO OpaTh
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JIeHBbIY, a VX TeM OoJiee 3apabaTeiBaTh MM Ha XM3Hb, KaK HINTHEM
caror?» [3, c. 1].

O. IuKMHCOH TBOpWIa, He 3a00TsCh O JaJIbHeMIeN Cyaboe
CBOVIX IIPOWM3BEIeHNVI, CUMTasl, YTO eCyIv e NeTUIIly CyXXIeHa claBa
- OHO o6peTéT eé, a eCJyiM HeT, TO M MHOTOTOMHbIEe M3OdaHMI 3[1eCh
OecCHIbHBI.

Briociencreum TBOpeHMs DM [IMKMHCOH CHUCKaiM cebe
CJIaBy, a caMy IIOdTecCy IIPUI3HaJIM TeHueM aMepUKaHCKOM
JINTepaTypPhl, YTO IMOOHSIIO «KO3(EUIIMEHT M0JIe3HOTO [IeVICTBVIA»
JKEeHCKOW II033UM, HO OHa «He y3HaJla O CTOJIb BBICOKOW OILleHKe
CBOero TBopdecTsa. BripoueM, ev1 3To ObUIO He HYXXHO - OHa 3Hasla
9TO BCeT/Ia.

Kosb K cMepTH 51 He cMoTTIa ITPUIAT,
Ta ;mobGe3Ho sBWIIaCk B Kapere,
V1 BOT MBI C Helo yXe B IIyTH,
WV ¢ Hamu - OeccmepThe ...
(Ilep. 4. ITpoOurTeriHa)
W emeé.
Ecrmi Mmeng He 3acTaHeT
Mo xpacHOTpyObIVi TOCTB —
HacwImmsTe Ha TTOMOKOHHMK
[ ToMyHaIIBHBIX KPOIIEK TOPCTh.

Eciu g He ckaxy criacmbo -

V13 riryOOKOVI TEMHOTBI —

3HamTe - YTO CVIJTIOCHh BHIMOJIBUTD

['yOamm rpaHUTHOV IUIUTHL

(Ilep. B. Mapxkosow)» [4, c. 5].

Kak msBectHo, DMrmn [IMKMHCOH He TOTOBWJIA CBOM CTUXWU

g nedatr. CoxpaHWINCH OejloBble M YepPHOBbIE, MHOIZA OYeHb
Hepa3OopumBble, 3amVcK. MHOTE CTVXOTBOPEHMS Y1IeJIeIn TOJIBKO
B KONMSX, CHEJIaHHBIX y)XXe IIoCiie CMEPTM aBTOpa, OPUTVMHAIIBI
yTpaueHbl. [laTMpoBKa, IpOYTEeHME W TOYHAS PEKOHCTPYKLIVA
cTrxoB O. [IMKMHCOH B MX II€PBO3IAaHHOM BUJe IIOCTaBUIIN Ieper
TEKCTOJIOTaMM ¥ WCCIIeIOBaTeIIsIMM €€ TBOpUYeCTBa Pl TPYIHBIX
3aza4d. CTmx1 He MMeEIOT 3aryIaBui, HO, IIOChUIAsI CTUXOTBOPEHME B
CbMe, II03Tecca WHOITA CTaBwia Has3BaHMe, 4yToObI O00JIerdmrh
rniounnMaHme: «CHer» («OH ceeT - CKBO3b CBUHIIOBOE CUTO...»),
«Kombpm» («Jopora Mumonéraoctn...») [5, c. 1].
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OpnHom 13 3araZiok TBopuecTBa DMWIN IVIKMHCOH SBIIseTCs ee
II03TMKa. [IVMKMHCOH co3lajla HEOOBMUHYIO CHCTEMY 3allViCU CTHMXa,
I7le 3HaK THpe UrpaeT OdyeHb OOJIBIIYIO POJIb, 3aMeHsIsd 3allATyIo,
TOYKY C 3aIIsITOV VI JIakKe TIOPOV TOUKY.

Tupe ma [HdukmHcOH - «Oojylee TOHKUI WHCTPYMEHT
PUTMIYECKOro [ejleHNs, HOIIOJIHUTEIIPHOEe CPeCTBO CMBICJIOBOV
CTPYKTypM3allUy, IIPOCTO YHMBEPCAJIbHBIN 3aMeHUTelIb Bcex
OCTJIPHBIX 3HAKOB IpenmHaHus» [1, c. 1]. OHa craBuT Tupe maxe
TaM, I[[e, COIJIacCHO HpasBwIaM opdorpadmi, HUKaKMX 3HAKOB
IIpelHaHMs BOOOIIe He TpeOyeTcs. B eé TekcTax MOXHO OTBICKATD
JIOCTaTOYHO MHOTO IIPVIMEPOB, TOBOPSIINIX O TOM, UTO BCE 3TU TUPE
CBUIETEIbCTBYIOT VCKIIIOYUTEIBHO O IICMXWYEeCKOM COCTOSHUM
CIIEIIKM VI HeTepIIeHMSs, UYTO OHM SBJISIOTCS CBOeOOpa3sHBIMU
YCKOPUTeJISIMM IVICbMa ¥, BO3MOXKHO, MbICN [1].

OOeckypaxxmBarolias MaHepa ICbMa M CTUXOB O. IVKMHCOH
He MOIJIa He BO3MYTUTb TaKOTO MacTUTOIO JIMTepaTopa «CTapom
IIKOJIBI», KaK T. XurrmucoH. Ero moxkmpoBasia mx «xaOTMYHOCTb U
HeOpeXxHoCTh» [3,C. 2], m 3TO ecTecTBeHHO: B cepenmHe XIX Beka,
Korjga B 1033uM Oe3paszieslbHO T'OCIIOICTBOBAJIM KeCTKMe KaHOHBI
CTUIXOCJIOKEHMS, TaKoe CBOOOJHOe OTHOIIeHWe K pPUTMUKE,
pudMOBKe, K IIOCTPOeHUIO (pasbl BOCIPUHMMAIINCE B JIy4dIleM
cJIy4ae Kak AWIeTaHTCTBO, B Xy/IlleM — Kak 0e3rpaMOTHOCTb.

I'MOKOCTh C/IaBSHCKMX SI3BIKOB, K COXKaJIEHMIO, He 1aéT HaM B
IIOJIHOVI Mepe ITpOYyBCTBOBaTh, HACKOJILKO HapyInaia 3. [InKmHcoH
KECTKYIO  aHIJIMMCKYIO  CXeMy  IIOCTPOeHMs  IIpeljIoKeHUN
(moyiexxariiee - ckasyeMoe - JOIIOJIHeHMe — obcrositesibeTBo). He
MeHee PEeBOJIIOIIMOHHOM JIs TOrO0 BpeMeHM ObUla MOo3THUYecKas
TexHuka O.JIukmacon: «Pasmep cTmxoB In1aBajl, pudMOBKa
IlecTpesla acCOHaHCaMM M [MCCOHaHcaMM (one - stone, gate — mat,
house - place, room - him). VI, HaKOHel], Bce 3TN «BOJIBHOCTVI»
YXUBJINCh B ...oOpMe, OCHOBAaHHOW Ha pa3Mepe aHIJIUVICKMX
1IepKOBHBIX TIMHOB (CTPOKM 13 6-8 CJIOr0OB, HallVICAHHBIe SIMOOM. .. )»
[3,c.3].

71 cTynana ¢ JOCKM Ha JOCKY —
OCTOpPOXXHO - Kak CJIeIIoN —

51 corprmmasia 3BE3bI - y camoro Jida -
Mope - y caMbIX HOT.

Kasastock - s - Ha kparo -
I'Tociremumit MOVI JIOVIM — BOT OH...
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C Tex HOp y MeHd — HeyBepeHHBIV I11ar
['0BOPST — XUTEVICKUII OIIBIT.
(ITep. B. Mapxkosown) [3, c. 3].

KpoMme Toro, ¢ mesnbpio OoJiblilell BbIPa3UTEIBHOCTM CTUXA U
PUTMUYECKOTO  pa3HoOOpasus, OMwIM [IMKMHCOH HepenKo
pacujleHsieT ero Ha JBe CTPOKM, BBIIeNIsid KIIOYeBble CJIOBa (He
TOJIBKO CYIIeCTBUTEJIbHBIe, HO JaXe HEeKOTOpble IJIarojbl WU
IpwilararesjibHble), HeCylIye OCOOeHHO CWIBHYIO CMBICJIOBYIO U
SMOILIMOHAJIBHYIO Harpys3Ky, 3ariaBHbIMI OykBamu. CoBpeMeHHMKN
He BOCIIPMHIMMAJIV U 3Ty 0COOEHHOCTb O3TUKM, CUMTas, UTO «KaK Y
1103Ta, y OMwin [JMKMHCOH ObUIO J1Ba OTPOMHBIX HeJOCTaTKa -
HeBeposiTHasA JIETKOCTb CTMXOTBOpYeCTBa U yBJledeHue “IypHBIMU
npuémamn’” » [3]. Mexxay TeM MIMEeHHO 3TU «IypHBbIe IIpMeMbl» ObUIN
3HaKOM TOTO ITPOpBIBA, KOTOPBIVI OCYIIeCTBIIsUIa O. IMKMHCOH B
1o33un. B3are, Kk mpuMepy, ee ysiedeHne Tupe. [laxke B pyccKOM
SI3bIKe IIOJ00HAsl  «TUpeMaHMs» CYUTAIach OPUTMHAIBHBIM
IpMEMOM, B aHIJTIMVICKOM XXe JaHHBIV 3HaK IpelMHaHMs «HMUKoTIa
He Obur B dYectw» [3,c.4]. OpmHako ewIm  COIOCTaBUTH
AVIKMHCOHOBCKUII CTWIb cO cTmxamy Mapunbsl LlBeraesoii, TO
CTQaHOBUTCSL OYEBUIAHBIM, UYTO OOWIMe Tupe, SMOILMOHaJIbHAS
IIOPBIBVMCTOCTD, KOTOpask POAHUT CTUXV aMEePUKAHCKOV IIO3TeCChl 1
PYCCKOTA, SIBJISIFOTCSI OOIIMIMM CBOVICTBAMY POMAHTIUECKOT TTIO3TVKIA.

JIBa>KIIbl XXKM3HB MOSI KOHUWIACh — PaHblIle KOHIIA —
Ocraércd Terepb OTKPBITH -

Bmectur nmu Beunocts cama

Tpetbe Takoe coOBITHE —

OrpomHoOe - He TIpenicTaBUTh cebe -
B Oe3miHe TepsieTcs B3IV,

Pasityka - Bcé - yem OoraTo HebO -
V1 Bcé - uTo ipumyMat ajl.

(ITep. B. Mapkosomn) [3].

JAMKVMHCOH TmMcasla TaK, KaK CUMTajla HY)XXHBIM, KakK
YyBCTBOBaJIa: «OHAa He MOIJIa BTMICHYTH HAIIOJIHSBIIIEE €€ MOIITHOe
BIIOXHOBEHVIE B TECHBIE PaMKM ITO3TMYeCcKX KaHOHOB. OHa cunTaia,
YTO VIMEHHO BHYTpPeHHMe HeIlOCpe/ICTBeHHBIe IBVDKeHMs “myrm’
AVKTYIOT CTVIXOTBOPEHWMIO ero copepykaHue n dopmy. Masio toro,
OHa YacTO OIIyIIajla XI'ydee YyBCTBO HEBO3MOXKHOCTW IleperaTh
rocerrarore eé gayscrea. Kyma yXx TyT gymaTe O IIpaBVMIIBHOCTU
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pudMBI, eI Oake TO, YTO POXIAETCS, 3a4acTyIOo KaXeTcs
HEeIIOJIHBIM, HeCOBEPILIeHHBIM, OrpaHMYeHHbIM?» [3, c. 5].

OHa oTBepHYyJIaCh OT IIPABMIIBHBIX PUMM, OT BEUHBIX «KPOBb-
JIIO00Bb» U «CJIE3BI-TPE3BI», M He IMOTOMY, 4UTO el ObUIO JIeHb
BO3UTBCS C HVMM, a IIOTOMY, YTO IIpaBWIbHBIE PU@PMBI Ka3aInch
BHEIIIHMM BbIpakeHMeM BHYTpeHHero KoHcepBaTm3Mma. OHa
Has3bIBaJla TPaBWIbHBIE PUIPMBI «ITPO30M»... " ... «pabcTBoM» [1, c.
2]. IlopaboTuTh XXe CTpaHHYIO 1 CBOOOIOMBICTIAIIYIO DMMUIIN ObUIO
He IIOJ CWIy HUKOMY (Belb [aXe «KBAIMPUIMPOBAHHBIMM
yKasaHMSIMM 1 cCOBeTaMM caMoro XUITMHCOHA, BLIOPaHHOTO €10 Xe B
y4uTess, OHa HM pa3y He BOCIOIB30BAIACH, HEIIPEeCTaHHO
IIpofloJDKasl TOpsA4o OjarogapuTh yduTesd 3a HoMolb» [2]). Ona
m3o0peTaeT COOCTBEHHBIE IIO3THMUYECKNMe IIpMeMbl, Osaropaps
KOTOPBIM €€ CTWIb CTaJI JIETKO  pacllO3HaBaeMbIM U
HernorpakaeMbIM. Harrpuimep, Kpome 1CII07Ib30BaHHOM €10 BIlepBble
B aMepPMKAHCKOW II033UM TaK Has3blBaeMow Iapa-pudmsl («para-
rhyme»), Tme mpu uepeqoBaHMM yOAPHBIX IJIACHBIX COBIIQJIAIOT
3ayJapHble COIVIaCHBIe 3BYKM, OOHMM M3 HamuOoslee OYeBUIHBIX U
HaIJISIHBIX M300peTeHnit ObUIO TO, YTO I103Tecca, IIOPOVl He BecbMa
VICKYCHO, HO BIIOJIHE OCO3HAHHO IIpeiylarajla 4mMTaTelIlo psif] BCé
Oosiee IpaBUIIBHBIX pUPM, YTOOBI YXO KHAAJIO CJIEYIOIIEeN], a 3aTeM
IIpU 3aBeplIeHnM CTuxa OTKasblBajlack OT pudmel Bobce. K
nipuMepy, ctuxorsopenmvie Of Tribulation These are They mipenyiaraer
HaMm pudmbl «white-designate», «times-palms», «soil-mile», «read-
saved». ITomoOHbBIe HeNTPaBWIBHOCTY COEAVHSIINCH, BHEIPSIINCH U
YKOPEeHSUINCH, IIpeoOpaxas 1 0e3 TOro HeOOBIUHYIO CTMXOTBOPHYIO
dopmy D. IMKMHCOH.

Hukakasgs  gpkasg  WMHAMBUAYaJIBHOCTh He  OIIpaBlaeT
Oe3rpamMoTHOCTB. B TO >Xe BpeMsi TO, UTO MOXeT IIOKa3aTbCs
COBpeMeHHVKaM 0e3rpaMOTHOCTbHIO, BKIIFOYasCh B II0C/IEIOBATEIIHHO
IIPVIMEHSIEMYIO CHCTEMY IIPMEMOB IIO3TMKM, IIOCTeIIEeHHO HaudiHaeT
BOCIIPMHMMATBCS KaK BbIpa’keHlMe HOBOTO B3IVISiZla Ha MUpP. DTO
IIOJICIIyTHO YyBCTBOBaJI M caM HemnpumupuMbin T.Y. XurrvHcos,
Ipolasi B Ayllle «BOJIBHOCTM» YIIPSIMOV, «HEMHOTO YOKHYTOVI»
camoyukm: «Korma oT MpIcii 3axBaThIBaeT AyX, — IIMCAJI OH, — YPOK
rpaMMaTHKM KaXkKeTcsl HeyMeCTHBIM» [2, c. 37].

[Tapajokc m oOcCHOBHas IIpoOsieMa WM3y4deHMs TBOPUYECTBA
OMwmm JIMKMHCOH 3aK/IIovyaeTcsd B TOM, UTO IIO CeMl [eHb He
IIpeUIOKEHO IIeJIOCTHOWM KOHIIEHNIIMM ee II03TMYeCKOro Mupa.
VccrtenoBaHmss HOCSAT pPa3pO3HEHHBINI XapaKTep U OIpedesioT
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yacTHble OCOOEeHHOCTM TBOpUecTBa Io3Tecchl. KoHlenTyaipHas
VHTepIpeTanys ee CTUXOB, W 3TO COBEpIIeHHO OYeBUIHO,
IpeqrioaraeT pa3padboTKy HOBOV METOI0JIOTUN VCCIIeOBAHMSL.
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CYIObbA JXEHIIIMHDBI BUKTOPMAHCKOWM
2ITOXN B POMAHE 2. BPOHTE
«[PO30OBOU ITEPEBAJI»

MAPVIHA MOCKEBNY

The aim of the article is to reveal gender stereotypes in social and sexual life of
Victorian society which were depicted both in plot and characters of Emily Bronté’s
“Wuthering Heights”.

Pomarn Ommwm bponre (Emily Bronté, 1818-48) «I'po3osoit
niepesasl» (Wuthering Heights, 1847) sBiseTcd OOHMM W3 CaMBIX
3araJlOYHBbIX 4BJIEHWII B MWpPOBON JmTeparype. bymyum mourtm
He3aMe4YeHHBIM COBpPeMeHHVKaMI, pOMaH IIpou3BeJl IoTpscarolee
BIleYaT/IeHVe Ha IIpepada’mToB, OyHTaper IpoTuB aKageMiu3Ma B
MICKYCCTBE, M CO BpeMeHeM ObUI BK/IIOUEH B JECSITKy JIyYIIINX
pomMaHoB Mupa [4, c. 5].

OMwm bpoHTe omepemwia Bpemsl, OTOMAS OT KaHOHOB
BUKTOPMAHCKOTO POMaHa, II0Ka3aB BHYTPEHHWVI MUP CBOVIX T€POEB,
TOHYAVIIIIe HIOAHCHI MX IMEepeXVBaHWI, He JIMIIAs TeM CaMbIM
poMaH ero comyuajbHOM ITpobiemaTtukm [6, c. 252]. K TBOopuecTBy
ImycaTeJIbHUIIBL M II0 Ceil JeHb He yracaer WHTepecC
JINTepaTyPOBEHOB, M YMCI0O MOHOrpaduil 1 craTeli, IOCBSIIeHHBIX
«['pozoBoMy TiepeBaity», HeYKIOHHO pacTeT. OaMH 13 BO3MOXHBIX 1
IIPOIYKTVBHBIX IIOJIXOA0B K M3y4eHNIO pOMaHa — MCCIIeIOBaHIe eT0
C TIO3MIIVVI )KEHCKOV ITpo0sIeMaTKY, Be[lb B BUKTOPVAHCKYIO 3TI0XY
TpaHMUIA MEeXIy «MYXCKMM» ¥ <«KEeHCKMM» ObUIa IIpoBeIeHa
IIpele/IbHO YeTKO, M 3TO He MOIVIO He HaWTM CBOe OTpakeHUe B
ITPOVI3BEAeHVI IVICATEeTbHIIBL.

Vrak, B Hamenm craTbe MBI IIOCTapaeMcsi, BO-IIEPBBIX,
OIIpeneINTh MECTO JKEHIIMHBI BUKTOPMAHCKOV 3IOXV B CeMbe W1
oOIlecTBe, BO-BTOPBIX, HpmBecTV Omorpadmdeckme QaxTel w3
KVI3HVI TIVICATeIJIHHUIIBI, CBUIETEIIbCTBYIOIINE O TOM, UTO IIpobrreMa
YKEHCKOTO HepaBHOIIpaBMsl Kacaslach HEIIOCPEICTBEHHO 11 ee CaMOT],
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B-TPeTbVIX, PacCMOTpeTh JKeHCKre oOpa3pl pomaHa «['po3osomn
IlepeBasI» CKBO3b IIPV3MY BbIIIeyKa3aHHO IIPOOIIeMBbI.

I'To CBUIETEILCTBY ~ HeNAaBHUX  MCTOpHoOrpadpmyecKmx
reHIepHBIX VccleqoBaHmnii, B AHDIMM Havdala XIX Beka MyXunHa 1
KEHIIMHA o0JIajlayii  COBEPIEHHO Pa3IMYHBIMU  COLVAITBHBIMU
craTycaMy, M 3a KaXObIM ObUIM 3aKpeIUIeHBbI OIlpelie/leHHbIe
obs3anHOCTM [8, c. 1]. Kpome BocrmTanHms meTel, >KEHIIIMHBI
3aHMMAJIVICh ILIUTBEM, IIPUTOTOBJIEHMEM IMIIM, yOopkoit. B aro
BpeMsi MyX4MHa 3apabaTblBayl [IeHbIM UId HOA[epKaHMs
JoMaIllHero 0J1arococTosiHMs, a TakkKe aKTMBHO Y4YacTBOBAJI B
oOmectsenHom xu3HNU. Victropuk Kstpunr Xosur 3ameuaer, 4Tto B
00s3aHHOCTM JKEHIIMHBI BXOOWIM He TOJIBKO Aera I1o goMmy. OHa
no/DKHa ObpUTa OBITH MOPaJIBHOV M PETUIMIO3HOV OIIOPOV CEMBIL.
Pasnenenmne MUpa Ha «MYXCKOV» WU <« KEHCKUI» obstamario
pe/MIMoO3HOVT KOHHOTaIMen, TaK KaK MUup Ou3Heca cumTasicd
aMopaJIbHbIM. My>XunHa, 3aHMMarOIMIics OV3HecoM, I0JDKeH ObUI
HaWTV [IOKOVI ¥ YMUPOTBOpeHMe y cedsl JoMa, ITie poJjlb KeHIIVHbI
orpenessulach  COBEPIIEHHO YeTKO: XpaHWUTeJIbHMIIA oOdara,
TpagVLIUI U YCTOeB, CpefoToure Jo0poseTesi, KOTOpo He ObUIO
MecTa B MY>KCKOM Jies10BoM Mupe [8, c. 2].

K cj10By ckaszaTb, 3Ta Mofiesib pacipenesieHns «00sI3aHHOCTe»
MMeJla MeCTO TOJIBKO B ceMbsix cpermHero kiacca. CeMbsi pabounx,
KMBYIIIasl KaK Ha JI0XOZ My>Ka, TaK M Ha JI0XOJ], >KeHbI, TaKOVI MOJIeJIN
COOTBETCTBOBaTh He Morla. TeM He MeHee, IIpe/ICTaBJIEHVE O CEMbe 11
JlIoMe KakK O HpPaBCTBEHHOM MecCTe, BHe BCSKOIO COMHEHMs,
IIPUCYTCTBOBAJIO 1 Yy pabouero Kiiacca.

Ilo cpaBHeHMIO C HpedpIyLIM CTOJIeTVEM, JIIOV CPeIHero
COCJIOBMS BCe dYallle 3aKIIodayii Opaky IO BeJIeHMIO cepilia, a He
panay BBITOABI M HaXMBBL. XOTS XXKeHa ¥ MOIJIa OBITh I MyXKa
IpyroMm, KOMIIaHbOHOM, OHA B TO JXe BpeMs He ObUIa eMy pOBHeV HU
B IJIa3aX LIepKBM, HM B pamkax 3akoHa. B 1800 romy B AHDIMM
IOSBVIJIOCH BBICKa3bIBaHUIE, CTaBIIIee BIIOCJIEICTBU
oO11eyIoTpeOnTeIbHBIM, 1 CyTh €ro CBOAWIACh K CIIeAyIOIIeMy:
«My>X v )XeHa - 3TO OIHO IIeJIoe, VI M eMy — MyX». To ecTb XXeHa,
paBHO Kak ¥ He3aMy)XHMe CeCTpbl MYXX4YMHBL, ObUIa ero
coOcTBeHHOCTRIO. OOIIecTBO Xeylajio BUIETh CeMBI0 KaK TeCHO
CIUIOYEeHHBIVI COI03 BO IJIaBe C «X03amHOM». Hecmotpst Ha TO, 9TO
BOCHUTAHME JeTell BO3/IarajIoch Ha JKeHIINHY, peOeHOK ITT0JTHOCTBIO
HaxOAWICs B pacropsbkeHmn oTia. [Tpu pasnensHOM nmpoxmBaHUM
ponuTesient VIV, YTO CIy4aJIoch PeIKo, IIpU pas3Boje pebeHOK
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Oe3oroBopouHo ocraBajicd ¢ OTLHOM. C TOUKM 3peHMs 3aKOHa, POJIb
MaTep ObUIa BTOPOCTEeIIeHHa, a 3a4acTyIO 1 BOBCe MTHOPUPOBAJIACh.
Bocnimtanme neremt ObUIO CTPOIMM, >KeCTKMM, C OOs3aTeIbHBIMU
TeJIeCHBIMM HaKa3aHMAMM. 3a4acTyi0 MaJIbUMKIM BCe CBOe JIeTCTBO U
IOHOCTB ITPOBOAVUIN B IIIKOJIAX, & He B TeIUIOV ceMelHoV aTMocdepe,
YTO 3HAUYMTEJIbHO YMEHbIaJIO IIaHC CO3daHud MMM B OyayiieM
CYACT/IMBOWM CeMbU. B3pociible meTv M poawTet CTaHOBWIVCH
Yy>XXVMMW OPYyT APYTY, W ceMeVHas XVU3Hb IS XKeHIIVHBL, 110 CYTH,
3aKaH4YMBasIach [9, c. 136].

ITostoxeHMe IpeacTaBUTESIBHMLL JKEHCKOro IIojIa He MOIJIO
ObITP He 3aMedyeHHBIM OMWIM bBpoHTe, 1 TOMYy ecTb
ouorpadpmueckne nopreepxiaeHus. OOmiensBecTeH TOT PakT, UYTO
cecTppl bpoHTe w3maBasi CcBOM COYMHEHWS IIOZ IICEBAOHMMOM
«bpaTpsa berwi»: XeHIyHe TpyaHO ObUIO HPOOWUTHCS B MY>KCKOM
JIeJIOBOM MMpe, a B MUpe JIMTepaTrypbl ocoOeHHO. Bo3MOXHO, K
3TOMY IIPVIMEIVBaJIVICh HeyBepPeHHOCTb B CBOMX CWIaxX M OOsI3HB
HacMellleK. BHe BCSIKOro comMHeHMsI, DMWIN OBUI M3BEeCTeH OTBET
npociiaBiieHHOro Pobepra CayTm Ha BOCTOp)KEHHOe IIVICBMO ee
cectpbl IlapioTsr: «...2KeHIIMHBI He cO3[aHBI I JIMTEpPaTypbl U
He JJOJDKHBI el IOCBAIaTh ceds. Yem Oosibllle OHM 3aHSTHI CBOMMM
HEOTJIOKHBIMM  OOsI3aHHOCTSIMM, TeM MeHbIlle BpeMeHU OHU
HaXOOAT I JINTepaTypel, IyCTb JaXe B KadecTBe IIPUSATHOIO
3aHATHA U CpecTBa K caMoBociiUTaHmio. K aTm 00s3aHHOCTSM BbI
He VMeeTe TIOKa IIpM3BaHMS, HO, oOpeTs ero, Bce MeHbIlle OymeTe
MeuTaTb O cjiaBe» [2, c. 326]. beur s Pobepr Caytm Tak ke
IIPUCTPacTeH K DMWIV, HEM3BECTHO.

«['po3oBoNI HepeBasl» He IOXOX HM Ha IIPOM3BeeHMsl cecTep
DMV, HY Ha TPaJULMOHHBIN BUKTOpUaHCcKuit pomas. [lapiorra
3asBJIsUIa, YTO, co3laBas «I'po30Boii HepeBasl», ee cecTpa «He Berasla,
YTO TBOpWIa» [6,c.256]. Dto, 0OesycioBHo, He Tak. Ilo
cripaseyiMBoMy MHeHMIo . dDokca, 3Ta KHUTA — «BOIUIb OTYASHUA U
MYKW, VCTOPTHYTBINI U3 TPYAM DMWIN caMOM XM3HBbIO» [5, c. 121].
CpbiBasi HOKPOBBI C «OJIarorosIyqYHoOro» BUKTOPMAaHCKOro OOIIecTsa,
OMmwin bpoHTe He ocraBwia Oe3 BHMMaHMS ¥ IIOJIOKEHME B HEM
KeHIIVHBL ['eporHI ee KHUTM HOpaXkalOT CBOVIM HeCOOTBEeTCTBVEM
TpaguIMsM  BUKTOPMAHCKOWM  3IIOXM, OHM, KaK ¥  caMo
IIpou3BeieHle, HaCTOpaXMBaIOT, IIIOKMUPYIOT, YAUBIISIOT.

['naBHas repovinsa poMaHa, Karpmn DpHIIOy, ¢ meTckux Jjer
COBepIIIeHHO He II0XO0Xka Ha OapbIIIHIO M3 HOpsAo4YHO ceMblt. 1o
cstioBaM cityXaHky, Herwtm [IuH, sTa Obula «B30asIMOIIIHAS, OypHas
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JleBUOHKa»: «B Helt OBUIO CTOJIBKO CBOEHpaBMs, CKOJIBKO s He
BCTpedasia O TOIO HU B OJJHOM pebeHKe; OHa BCcex Hac BbIBOAWIIA U3
cebs1 mATh-TIecdaTh pa3 Ha JHIO U 4aite» [1, c. 44]. Takum obOpasowm,
OMw BbpoHTe MoJIHOCTBIO HapyllaeT TpaaULVIO BUKTOPUAHCKOTO
poMaHa wM300paxaTb CBOMX TepOMHB KaK KPOTKMX, CMVUPEHHBIX
cozraHui. BeceM ceprilieM mpuBsi3aBIINICh K IPUEMBIITY, XUTKINDY,
HaliIleHHOMYy ee OTLIOM Ha yymnax JIuBeprmyis, oHa Lenble ITHU
nposoawwia B urpax u masoctsax. [logpacras, Katpun ¢ Xurkmdom
CTAaHOBATCS Hepa3JIy4Hbl U «olelamm oba BBIPACTM MCTMHHBIMU
nuKapsmm» [1, c. 52].

Wrak, B xmsHn KsTpur mnpomsonvia Oosbliias IepemeHa.
IToObiBaB B MHOM OOIIIeCTBe, OTJIMYHOM OT ee CeMb, OHa OCO3HaJla
cedda IIPVBJIEKATEIIPHOV MOJIOZOV JIE€BYIIKOVI, CIIOCOOHOVI, IIO
cjioBaM XUTKIMa, «3aKNUraTh OTOHb BOCXMIIIEHV B IJ1a3ax Darapa
n Mzabewier  JluHTOH» [1,0.53]. Ha  npumepe Kstpun
rvicaTesIbHMIIA ITOKas3bIBaer, HaCKOJIBKO ryOuTeIbHBIMM
OKas3bIBAaIOTCS HpaBbl BBHICIIIErO OOIlecTBa: BEPHYBIINCh M3 TOCTeVA,
Kstpun Hayuwiack jmiieMepuTsb ¥ ObIT IBYJIMYHOV.

Co cBoMMM HOBBIMM [IPY3bsMM OHa Bejla ceOd TakK, Kak
roffo0aer OJ1aroBOCIIMTAHHOW OaphIliHe, B IEeVICTBUTEIIBHOCTU
OCTaBasiCh [I€P3KOVI, BCIIBUIBUMBOM M BbICOKOMepHOM. OHa Morjia
JIraTe, TPyOUTH M HOaxe OwUTh COIyXaHKy Heiwm m MasileHBKOTO
IUleMsHHVKa ['spToHa, He cTapasdch clepXuBaTb CBOU [ypHBbIe
HaKJIOHHOCTM JTa)Ke IIPY IIOCTOPOHHMX. Pricys mopoOHoe rtoBeieHve
IJIaBHOVI TepOVHY, DMIWIM BpoHTe HeYKIIOHHO IPUBOAUT YMUTaTeIIs
K MBICJIV, YTO JIIOJIYM M3 BBICIIIETO OOINleCTBa SIBJISIOTCS TaKOBBIMU
TOJIBKO II0 CBOEMY COLIMaJIbHOMY CTaTyCy, Ha caMOM fejle obJamast
He[loCcTaTKaMM M HOPOKaMM, KOTOpble COBEPIIeHHO HeIOITyCTVMBbI
15 JIIofier oOpa3oBaHHBIX U yTOHUEHHBIX.

[ToBepenme KsTpmH 3a4acTyr0 OTBpaTUTEIBHO, W IIO
OjlaropasymMmio 1 pacCyaAMTEeIIBHOCTM OHa $BHO YCTyIaeT CBOem
cryxanke Hewm [lvH, meBymike w3 mmpocToHaponbs. OdeBnaHO m
TO, 4YTO oOOpasom KosTpmH mnmcaTerpHUIIA KPUTUKYeT KaHOHBI
BUKTOPMAHCKOIO pOMaHa, IIpeIChbIBaIolIe IJIaBHOV TIepouHe
o0J1azilaTh MCKIIIOUMTESIbHO >KEHCTBEHHOCTBIO U 100pOfeTesIblo.
Katpun, Hapsay c HOIOXUTENTbHBIMM KadecTBamy, oOJlaziaeT u
1IeJIbIM PsiZIOM HeNOCTaTKOB, YTO JiejlaeT ee 0OOpa3 4Ype3BbIYalHO
peaIICTUHBIM.

Bckope mononmont JIvaToH caenan KaTpuH npenjioxeHne pyKu
" cepaua. [leByIka oTBeTwIa corsjiacueM, IOTOMY 4YTO Dnarap ObUl
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Kpacus, Oorar u BmoOeH B Hee. Takmm oOpasom, Katpun
OTKaszajlacb OT JoOBM K XuTKIM@Y, KOTOPOro OHa JIoOMIa
HAaCTOJIBKO CWIBHO, 4YTO [aXke OTOXIeCTB/Is/Ia ero c cobou, u
IIperowIa BMecTe CO CTaTyCOM 3aMYy>KHeVl JaMbl IIOJIyYUThb BBICOKOe
IIOJIOKeHMe B olIecTBe. DTOT Opak nomHmManl KaTpuH Bblllle 110
COLIMAJIBHOV JIeCTHMIIe, Aejlall ee IIepBOM OaMoil B OKpyre. [l
ceMbl DPHIIIOY ObUIO YeCcTbo ITOpOoaHUThCH ¢ JIHTOHOM. Bripouewm,
ee BBIOOp He yAMBIISeT, Bellb INIaBHbIM CTpeMJIeHeM /I AeBYIIKI B
BUKTOPMAHCKOM OOIIlecTBe ObUIO He IIPOCTO BBIUITM 3aMyX, HO U
clleJlaThb BBITOJHYIO IIapTUIO. DTO W3BecTMe OOJIbHO pPaHWIO
Xurkida, 1 oH cOexxasl 13 ycabObl.

Karpun crana muccuc JIMHTOH M, Kas3ajoch, «CBepX BCSKOM
Mepbl TOIOOMIa Mucrepa JIMHTOHa ™ Hake K ero cecrpe
OTHOCWJIaCh C OOJIBITIOVT HeXHOCThIo» [1, c¢. 93]. BuesamHoe
BO3BpallleHne XuTKIMda paspyunwio 3Ty mawuimioo. Tenepb IIo
KacTOBBIM IIpM3HaKaM, MMeIOIIM OrPOMHOe 3HaueHle B O0IIecTse,
Xurkmd He ycrynan Darapy JIuartony. V1 mam, unraTtensim XXI
BeKa, KaXeTcsd, YTO BOCCOEIVHUTHCA BIIIOOJIEHHBIM  IIPOIlle
rpocroro: KaTpuH HaJo «Bcero-HaBcero» pasBecTuCh C DArapom
JIvtHTOHOM.

OmHako He TOJIBKO MBICJIB O Pas3Bojie, HO Ja’ke O TOM, YTOOBI
CTaThb TalHOW Bo3JI00IeHHON XUTKIMda, He mpuxoauT Kstpux Ha
yM. Pa3Boy, B BUKTOpMaHCKOM O0IIlecTBe HEMBICIIVIM, 3TO II030p I
CeMbM, paBHO KakK M TamHoe cOoXuTesbcTBo. K Tomy ke Korpum
oXmugaia peOeHKa, KeJlasl yIIPOUYUTh 3TUM Hac/le[ICTBEHHBIe IIpaBa
cBoero Myxa. 3abosleB OT OecKOHeYHBIX CCOp W OOBVMHEHMWI
Xurkmda, KaTtpur yMmmpaer, mpomsBels Ha CBeT KPOIIEUYHYIO
cemmMecsuHyIo 110uky. CmepTh KaTpmn HemsbexxHa. OTka3aBHIINCh
OT CBOeV1 JIIOOBY, OT CYaCThsl paay IOJIOXKeHNs B 00IIlecTse, OHa, I10
csioBaMm Xutkimda, mpefaia caMoe cedsi, coe ceptie. PesynpraTom
3TOrO SIBWINCH CCOPBI M HeNOHMMaHMe C MYXeM, 3aTeM HepBHbIe
NIpUIIagKN ¥ [JyIlleBHas 0o0JIe3Hb, a B WUTOTe - CMEPTh. DMWIN
bponTe neMoHcTpupyeT Tpareauio BUKTOPMAHCKOrO oOOIecTBa -
Opaxk 10 pacueTy, 1 [IOKa3bIBaeT, K YeMy MOXXeT IIPUBEeCTV IT0J00Has
«CIIeIIKa».

Eme Gortee Tparmunovi, yem cyasba Katpus, npencrasiisercs
y4dacTb ee 30J10BKM V3abesuibl. IlomoOus Xutkmmda m TamHo,
BOIIpeKI Bosle OpaTa, cOUeTaBIINCh C HUM OpakoM, OHa OKa3aslach
Ha  ['posoBom  mepesasle. CorslacHO  3aKOHO[ATEJILCTBY
BUKTOPMAHCKOTO OOIllecTBa, XeHa — COOCTBEHHOCTb MY»XKa, pPaBHO
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KaK M 1eTy, U Bce HacsleACTBO VI3a0esuIbl 1OJDKHO OBUIO HepeT B
pykum Myxa. Bumgg B Xurwimnde poMaHTHMUECKOTO Trepos,
3arpyOeslilee cepylle KOTOPOro OHa HajlesulaChb PacTONUTb CBOEN
mo00BbI0, I3abevia >keCcTOKO ITpocumTanach. «Xajkass paObIHS,
CKyJIOyMHasl caMKa, JieraBas CyKa» - BOT KaKVMMM CJIOBaMU
HarpaxmjaeT ee MYX, Korja ciIy’kaHka Heyum mpuxogut HaBeCcTUTD
HOBOOpauHbIX. V3abeslIa IIOJIHOCTBIO BO BJIAaCTV CBOEro My>Ka, VI OH
TUpPaHUT ee, M3/IeBaeTcs HaJl Hevl, He 3a0bIBasi, OJHAKO, O 3aKOHe.
«Ho cxaxxn emy (Darapy JImarony - M.V.) Takxe, uTo ero OpaTckoe
" CyZieviCKoe cepjille MOXXeT He TPeBOXUTBCS — S CTPOTro AePXKYCh B
rpaHuIlax 3akoHa. 1o cux mop s m3berasl JaTh el XOTh MaJleviliee
1paBo TpebosaTh passBoa» [1, c. 153].

Brpouem, VI3aberwta, Oymyum yHWKEHHOW, Bce >Xe He
CMUpSeTCs, a, JOCTAaTOYHO OKPEIHYB IyXOM, 3aropaeTcs »KaXKIow
mieHMs. OHa TOBOPUT: «TOJIBKO TPV OJTHOM yCJIOBUM 3TOT YeJIOBEeK
MO>KeT HaJIesITbCSl Ha Moe IIpOlIleHNe: eCiIv si CMOTY B3BICKAaTh OKO 3a
OKO 1 3y0 3a 3y0, OTIUIATUTB 3a KaXAYIO IIBITKY IIBITKOV — YHU3UTH
ero, Kak YyHWwKeHa s» [1, ¢ 174]. Bocmosb3oBasimich
oOcrogrenbcTBaMy, VIzabewia Oexarta ¢ I'posoBoro mepesasia.
ITormMasi, uto ecsim OBl OHaA pelmla OCcTaTbcd Ha MbIze, MyX He
ocTaBWI OBl ee B IIOKOe, OHA yexasja KyZa-TO Ha IOr, I7le uepes
HECKOJIBKO Mecs1leB y Hee poawics cblH JInHTOH. Tak Kak Xutkimd
IIOCTOSIHHO TUPAHWWI VI MYYWI CBOIO XKeHY, ObUTO Obl HeOeCITOUBEHHO
IIPENTIONIOKUTh, UTO peOeHOK ObUI 3auat B pe3ysibTaTe (Pr3M4IecKoro
HaCVIVs, B JIOBepIlIeHVe K OCTAJIbHBIM Oef1aM, BBIIABIIMM Ha JOJIIO
M3aberwipl. Xutkmd, Oe3 comMHeHMs, MOr Obl pasbIcKaTb WU
BO3BpaTUTh JKeHYy C pebOeHKOM, 3aKOH ObUI IIOJIHOCTBIO Ha €ro
cropoHe. Ho oH He cTaiy ee mpeciieoBaTh: «0y1aro, KOTOpbIM OHa
Obly1a 0Os13aHa ero oTBpallleHuIo K Hevi» [1, c. 184].

Utak, ecm Tparemmss KaTpuH 3axmoudasiach B ee Opake 10
pacuety, To Tpareaus V13abesuIbl Kak pas B JPyroM — OHa caMa CTaJla
pegMeTOM MeCcTM W 3agyMaHHbIX Xutkmdom adep c ee
HACJIeZICTBOM. YHWKeHMsT ¥ 1000M, KOTOpbIM IOfBeprasiach
M3abervia, ABJISUIVICH ele OITHOM Tpareauen JKeHIIMH
BUKTOPMAHCKOV 3IIOXM: XM3Hb WX 3a4acTyl0 OrpaHM4YMBajIach
CTeHaMM yCa/IbOBI, ¥, IOJIBEPrasiCh TMPaHMM My>a, OHM He MMeJIn
BO3MOXXHOCTV PacCYMTHIBATh Ha IIOMOIIIb M3BHe 100 Ha M3MeHeHVe
cBoero noyokeHms. HosatopctBo DOmwmim bponTe 3axmodaercsa B
TOM, YTO ee TepOMHs BOBCe He COIVIaCHa MUPUTHCI CO CBOel
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y4acTpio XepTBbl. OHa OyHTyeT IpOTMB TUpPaHUM MyXKa 1 OeXWuT,
IIBITAsICh COXPAHUTH CBOIO YEeCTh U JJOCTOVHCTBO.

ITociie cmeptn V3aOewibl Dprap JIMHTOH oTHpaBwIca 3a
IUTEeMSTHHVIKOM, JKeJIasl ero cofep>kaThb M BociuThiBaTh. Ho Xurkimmid
VIMeJl BCce TIpaBa Ha peOeHKa 1 He3aMeJINTeJIbHO BBITpeOoBasl ero K
ceOe, cTposi HaJbHeMIIMe IUIaHBI OCYIIeCTBJIEHWMS CBOEW MeCTH.
[ManTaxxoM 1 HacwiveM XUTKIMG BbHYOWI MIammyio Ksrpus,
noub JIMHTOHA, BBIITU 3aMYX 3a cBoero cbiHa. Korma Dparap JInaTon
yMep, XuTkmd B KadecTBe OIEeKyHa ITOIy4iJI IIOJIHYIO BJIacTh He
TOJIBKO HaJl caMOVI JeBYIIIKOV, HO U Haj ee cocTosgHMeM. OT MyXa
Korpa He ObUIO HMKakoOM HOAAEpPXKKM, IIOTOMy YTO OH,
yHac/Ie1oBaB OT MaTepy M OTIla XYZIIe KadecTBa, CIIocOOCTBOBAI
ee ockopOsieHMIO M yHWKeHuto. Ho, BepHas IoiIry m 1epKOBHOM
xksiTBe, Kot Oputa 10OPpOTT JXKEeHOI, TepIiesMBO CHOCSI BCe Kallpu3bl
My>Ka VI OCTaBasiCh y IocTes JIMHTOHaA 10 caMOVI ero CMEPTA.

Opnako, Tepms Myxa, Kstm BoBce He ObUla CKJIOHHA
IIepeHOCUTD M3/IeBaTeIbCTBa CBeKpa, KOTOPBINL, YTOOBI YCMUPUTS ee,
Hepenko mpuberasl pgaxe K ImobosiM. Katm OyHTyeT mnpotus
TUpaHUM, KaK KOITa-To ee MaTh 1 TeTs VI3aberwia. Col03HMKOM OHa
BbIOpajsla CBOEro BTOPOTO [BOIOpoAgHOro OpaTa I'sprToHa, chiHa
XMHIM, KOTOPBIM M3-3a MecTn XUTKIM@a K €ero OTIy BbIPOC
rpyObIM, HeBeXXeCTBeHHBIM MapHeM. MeXay MOJIOIbIMM JIIOIbMU
IIOCTEIIeHHO 3apokaaeTcs OpyXkOa, KoTopasl MO3Xe Ilepepociia B
m000Bb. [Jobpora n Teprienne Kstu momorim I'spTrony BeIpBaThCA
3 HeBeXecTBa, M IIOCJle cMepTu XWUTKIMda OHM HAIUIM CBOe
CYacThe ¥ BOCCTAaHOBWIIV CBOM IOIIpaHHbIe IIpaBa.

3auactyto obpas Katm-miaamen u ymobosHasd mvHMA «Kotm-
I'spron» BuOuTcs  KpuUTMKaMm Oojlee  c1abomm M MeHee
IpaBaonoo0HoN, yeM oOpasbl Korpun n Xurtkmda. Bosmoxhno,
3TO CBS3aHO C TeM, UTO IepBas YacTh KHUTM II€JIMKOM COOTBETCTBYET
POMaHTMYECKMM TpaaulMsaM, a BTOpas TAroTeeT K KaHOHaM
ceMemHO-ObITOBOrOo pomaHa. C Halllell TOUKM 3peHMs, HpU4YMHa
TaKke B TOM, uro o00Opa3 Kot BO MHOromM cOOTBeTCTByeT
V3JTIO0JIEHHBIM CTepeOTUIIaM BUKTOPMAHCKOTO pOMaHa: 3TO XMBas,
nobpas mnopspouHas nesymika. Ho Dmwm bpoHte BOBce He
BBIXOJIAIIMBaeT ee obpa3. Hapsmgy co MHOTMMM JOCTOMHCTBaMU, Y
Kot ects M HemocTaTKm: ee KacToBasi TOpAOCTb, TPagUIIMIOHHO
IpuCyIas KjIaccy apucToKpaToB. Jlerko 3aMeTruTs, UTO B oOpase
Kot Tparmdecku mpesioMyIIOTCS CyObObl ee MaTepu M TeTKMU:
nogobuHo Tere VI3abeiwie, OHa CTAHOBUTCA JKEPTBOV MeCTU
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Xutxmda, 1 Kak KOIra-To ee MaTh HallUla B HeM eIVHCTBEHHOI'O
apyra, Tak u Kot vmer nogmepxkn y I'sprona. Ho ecrm Karpun-
CTaplIasi IpefaeT CBOIO JIIOOOBb padyu BBITOABI M COCJIIOBHBIX
npuswiernii, To Kstm cama cTpouT cBOO JIIO0OOBb U CUACThe,
rioMoras ['sproHy ocBobonuThcs oT rpyooctut 1 HeBexxectsa. Obpas
Ksti, mo Hamemy MHeHMIO, SBJISIeTCS BOIUIOILIEHVWEM MOpaIn
OMmwin bponTe: nHeHbru, mosiokeHue B OOIeCTBe ¥ BBITOHOE
3aMYy>KeCTBO He IIPVHOCAT CYaCThs U JIFOOBM 1 He MOTYT CIIyXUTb UM
3ameHoOV. JKeHIMHa BUKTOPMAHCKOrO OOIllecTBa CKOBaHa IIeJIbIM
pAOOM  TpaAuLWiL, HOPM, IIpefpacCyOKoB, W IO CYTU CBOeM
HecBOOO/THA.

Hesnb3sa obonty BHMMaHMeM oOpa3 Herwm v, crykaHKN, OT
JIIla KOTOPOVI BemeTcd mopecTBopaHue. OHa - MOJIOYHas cecTpa
Xvnmm, ropanyHag Katpun m skoHoMmka Ha Mese Cksopiios, a
Brocienactsum  HaHg Kot O0Opas3 Hewm [dwa  BriomHe
COOTBETCTBYeT IIpeACTaBIIeHNIO 0 H00POIIOpsAI0UHON
BUKTOPMAHCKONM  JKeHIIVHe: 3TO  3[ApaBOMBICIIAINAs ~ 0coOa,
PeJINIMO3HOCTE KOTOPOVI CBOOUTCS K TaKMM ITOHSTUAM, KaK JII000BB,
IpolleHne, IOHMMaHMe U Teprienne. CilemyeT 3aMeTUTh, YTO
HEKOTOpBIe MccleoBaTelin BUAAT B oOpase Hewm [duna camy
OMmwin bpoHTe, yumTbhiBag JIH0OOBb HMCATEIBHMUIIBI 3aHMMAaTBHCS
JOMAIITHMMM JIeJIaMI, TOTOBKOVI, U Jake UYTeHVeM KHUT Ha KyXHe.

OHa cTpora K HOpOKaM, cTapaeTcs IIOCTyIIaTh BO OJ1aro CBOMX
roCIIofl, HO BCe JXe BMHUT ceOd BO MHOIMX HeCYacThbiIX,
IIPOVICIIIEZIIINX C HUMI. Benp 310 oHa BTaviHe oT Dnrapa JInnToHa
npuBoauT XuUTKmda K Iocreay ymupatomert KstpmH, Memir
pacckasaTb XO3sIMHY O IIOCelleHnM ero podepbio I'pososBoro
Iepesajla M O ee Iepernvicke ¢ MononbiM JInnronom. CrioBowM,
3a49acTylO0 OHa [IeVICTByeT II0 BeJICHUIO He pa3yMa, a cepila, Kak
KeHIIIVHA, VICIIOJIHeHHAasl COCTPaJaHVs M XKaJIOCTH, M 3TO JiejlaeT ee
oOpas3 XXVMBBIM U IIPUTATaTeJIbHBIM.

Vrax, mpociienus cyAabObl TepOMHB pOMaHa, MBI MOXKeM
CKas3aTb, UTO «['po30BOM mepeBasl» - IpOM3BefeHNe He TOJIBKO O
JIIO0BM, MIIEHMM W BJIACTM JieHer, KacTOBOCTM Oyp>Kyas3HOTo
oO111ecTBa, HO ¥ O 3a4acTyIO Tparm4eckoM IIOJIOXKeHWM XKeHIIVHBI B
ceMbe BUMKTOpMaHcKoV snoxu. CropaseminsBo 3aMeTwla II0 3TOMY
nosopy 3.I. I'paxpaHckast: «3aciyra HucaTeSIbHWUIIBI B CYPOBOM
pasobiaueHmM AHITIVIVICKMIX IIPOBVHITVIAJIEHBIX ycaze0.
BbecripocBeTHOe MBAHCTBO, 1OOOM, BBIPOXIEHME, W3/1eBaTeIbCTBO
HaJl OOJIBHBIMU U CJ1a0BbIMM, YYAOBUIIIHBIE eHe>XXHble MaxX/MHaLUN U
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adepsl - TaKOBa peaIbHasl IeVICTBUTEIIBHOCTb 3TOrO Mipa OoraThIx
dpepmepoB 1 ceNbCKIIX CKBAIPOB, IIPABANBO M300paskeHHasd DMUIIN»
[3, c. 128].

['epoutHn pomMaHa TepIAT HOPOV YHVDKEHMs, OCKOpOsIeHmMs,
110001 OT CBOMX MYXKeV U CBeKpa, OHM IIOJIHOCTBIO OecIIpaBHBI 11 He
MOTYT pacCuMTBIBaTb Ha IIOMOIIb 3aKOHa, LEpPKBU W Jaxe
POICTBEHHNMKOB, Bellb, COIVIAaCHO BCeM 3aKOHaM W 3alloBefsiM,
KEHIIMHA - CYIIeCTBO BTOPOCTEIleHHOe, IIOAYMHEHHOe U
OesritacHoe. Ho xenmmubl «'po3oBoro nepesasia» He ITacCUMBHBI, He
CJIOMJIEHBI 1 He TTofgaBiieHbl. Kaxkaas 13 Hux Bo3MyIIieHa IIog00HbBIM
IIOJIOKEeHMEM flell, M KaXgas OyHTyeT, IIOAHMMAsICh OT OTKPBITOTO
IIPOTMBOCTOSHMSL B CEeMEVHBIX CCcopaxX [0 IIOJIHOTO paspblBa C
MyxeM. ['eporHy pomaHa XOTST OBITh CUACT/IMBBIMY ¥ 3aBOEBBIBAIOT
CBOe IIpaBo Ha cuacThbe 1 cBOOOY.

B 3aximodeHne OyneTr ymecTHO OoTMeTUTD cilenyioee. Kaxmas
3II0Xa ¥MMeJla IIO3TOB M IIcaTesieVl, OIlepelMBIINX CBOe BpeMs.
TBopuectBo DOmwmwm bpoHTe oKaszajloch Ha CTBIKe [OBYX 3IIOX:
pomaHTM3Ma u peaymsMma. [lucaTesnbHMIIA B3sla JIydlllee OT
POMaHTMKOB, BHeC/Ia BECOMBIVI BKJIaJl B pasBUTHeE peaji3Ma U B TO
Xe BpeMs I[pegBOCXUTWIAa TO HOBOE B  XYHO0XXECTBEHHOM
M300paKeHn MUpa M YejloBeKa, YTO MOJIy4IO pas3BUTHE TOJIBKO
Ha pybexe XIX-XX Bekos [6, c.253]. Tamant DOmwin bponte
IIpOSBWICS B OCOOOM BUIEHWUM MHUPA, B ee IIPO3OPIIMBOCTY, B
yMEHUM Pa3BUThb POCTKM TaKOT'O 3apOKHalOIIerocs siBjIeHMs, KaK
KEHCKasl coIMasibHasg IIpo0sieMaTvka, 10 IIpo0sieMbl, KoTopas
II0JIy4nIa CBOe BbIpakeHe II0JIHOVI Mepe VIMEHHO B Hallle BpeMsi.
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CTWJIEBBIE IIPMUEMbBI B POMAHAX
IIDKEVIH OCTEH «TOPIOCTHh U1
IIPEAYBEXXIEHVE» VI <HOPTEHTEPCKOE
ABBATCTBO»

EJIEHA ITOB3YH

The article examines the stylistic devices, namely, syntactical figures of Jane
Austen’s novels “Northanger Abbey” and “Pride and Prejudice” and their functions in
the novels. The most typical devices of Jane Austen’s novels and of the author’s style
are the following ones: enumerations, parallel constructions, which serve for laconic
narration; bathos, and pun help the author to create comic and ironical implication.
Jane Austen uses such syntactical figures which serve for indirect description of the
characters for example repetition, anadiplosis, anaphora, represented speech,
rhetorical questions, interrogative and exclamatory sentences.

B ucropun anmmmvickom jmreparypbl DkemH OcreH (Jane
Austen, 1775-1817) npuHamiexuTt ocoboe wecTto. TBOpUecTBO
rmicaTtetbHMIBL TIpuxoanTca Ha KoHelr XVIII - xHawanmo XIX Beka,
Iepmron, TOCIIOACTBA T'OTUMYeCKOrO0 poMaHa W POMAaHTUYECKO
noa3um. OpHako [Ikx.OcreH mnpoposDkajsia pasBuBaTb B CBOEM
TBOpYeCTBe peayicTgecKme TpagVIIumn AHTJINVICKOTO
IIPOCBETUTEIILCKOTO pOMaHa.

CaMbIM coBepllleHHBIM W3 Bcero cosgaHHoro /[Ix. Ocren
MHOIMMI cuuTaeTcss poMaH «['opmocTs m mpenyOexnenue» (Pride
and Prejudice, 1796-1778; omybimmmkoaH B 1813), MMeHHO «B HeM
HallUIM ~ sIp4Yayiiliee  BbIpakeHMe MHOIMe OCOOeHHOCT  ee
MacTepcTBa» [8]. OmHako He MeHBIIMII MHTepec IIpefcTaBiseT
niepsbit poMaH JIx. Ocren «HoprteHnrepckoe abbatcTBo» (Northanger
Abbey), 3apyMaHHBIVI 1 HadaTe1 B 1794 roay, HO YBUIEBIINI CBeT
y>Ke II0CJIe CMepTY IcaTelIbHMIIbL, B 1818 romy.

Bce pomaner [Dx.OcreH mIpUTATMBAIOT ¥  BOCXMUILAIOT
gpTaTesli He TOJIBKO CBOMM CIOKeTOM, HO ¥ HeNOBTOPVIMBIM
SI3bIKOM, TOHKOVI VIPOHWMeEN, JIETKMM adpOpUCTIYecKM cTiieM. Tem
He MeHee, CTWIeBble MpueMBbl, Osaromaps KOTOPBIM POXKIaeTcs
HeIIOBTOPMMOCTb €€ POMAaHOB, WUX JIAKOHV3M W WPOHUYECKUI
IIOITEeKCT, OCHOBATEJIbHO He M3y4eHbl. HekoTophle o0I1ine BBIBOABI O
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s3pIKe poMaHoB [Ix. OcTeH comep>kaTcs B MOHOTPAUMSIX M CTaThsIX
M. Kennenu (M. Kennedy [3]), M. JIeckeisic (M. Lescelles [4]),
H. leppu  (N. Sherry [5]), H.M. Hemyposonn [8]. HertaipHO
VICCIIETIOBAH TaKOVI IIpyeM, Kak HecOOCTBeHHO-TIpsiMasi peub, CII0CO0
KOCBEHHOI'O PacKpbITHs oOpasa, IICMXOJIOrMM Tepos [6; 7]; B caMbIx
ol0mmx  ueprax  oOTMedaeTcs  VHOMBUOyaIM3alMs  s3bIKa
riepcoHaxen [7]. OgHako He TOJIBKO M HeE CTOJIBKO 3TV CTWIEBbIe
IIpVieMbl POXIAIOT BocxmineHMe pomaHamu [Ix. OcteH (xOTs
3Ha4eHMe WX JUIS PacKpeITHsS o0pasa, XapaKTepUCTUKW TIepos
OTPOMHO), CKOJIBKO CTpOeHMe dppa3, KOHCTPYKIINI, VCIIOJIb30BaHNe
0COOBIX IIPVEMOB, C IIOMOIIBIO KOTOPBIX CO3IaeTCs KOMUYECKUI T
nponmueckun  3dpdexr. I[losromy BuAMTCE  HeOOXOOMMBIM
IIpOaHAIM3VPOBaTh OCHOBHBIE CTIIEBbIE ITPMEMBI (CMHTaKCIUecKyie
duryper), KoropbiMn mosb3yetcst k. OcTeH Ha IIpyMepe pOMaHOB
«['opnocTe 1 ipenyoexnenne» 1 «HopTreHrepckoe abbaTcTBO».

OCHOBHBIMIM ~ CMHTAaKCMUYeCKMMV IIpMeMaMM B poMaHax
x. OcTeH SBJIAIOTCA IepednciieHle, IapajUle/lbHble KOHCTPYKIIN,
XapaKTepHble, IIpeXe BCero, I aBTOPCKOW peur, a TaKkKe
CTWINCTIYECKasl WMHBepcus, Oraromapsi KOTOPOV micaTeIbHUIIA
aKIleHTHpyeT OIpelesleHHble jI0oBa, dpasel, IpuaaBas UM
JTOTIOJTHUTe IbHbIe KOHHOTAITMOHHbIe 3HAYeHIS.

bospmoe Mecto B pomanax [Dx. OcTeH mpvHa[JIeXXUT TaKOMY
npueMy, KakK HapawiesmsM. [lapauienpHas  KOHCTPYKIVA
HECKOJIbKMX IIPeyIOKeHNI, HO Yallle BCero — IIPWIaTOYHbIX YacTen
OIIHOTO IIpemIoXeHus, mo3BosseT x. OcteH, oObeIMHUTD B OTHY
SIPKYI0, W34IMHYI0 pa3y cpasy HeCKOJIbKO CaMOCTOSTEIbHBIX
gBJIeHnI, Oyap TO UYBCTBA, MBICJIVM, COOBITMS, XapaKTePUCTUKMU
repoes WM Kakag-mmbo npyras wmHdopmarmsa. I[Tpuuem sta
nHpOpMaIMsa  MoOXeT ObITb MO0  pasHOIUIAHOBOW,  T.e.
KOHTPACTMPOBaTh IPYT C JPyroM, JIMOO OFHOIUIAHOBOV, T.e. CBOETO
poa Bapmalmm Ha Ty Xe TeMy. biiarogapst ToMy, 4To 3TU SIBJIEHMS,
YyBCTBa, COOBITMS OOBEOMHSIOTCS B OHHY IlapajUIeSIbHYIO
KOHCTPYKIIVIO, OHV YCWIMBAIOT 3Ha4YeHMs APYT Apyra Jmdo 3a cyer
TOXIIeCTBA, JIN0O 3a cYeT KOHTpacTa, yJauHO OTTeHs APYT Apyra.

B mopgTBepXIeHMe CKa3aHHOTO IIpMBedEeM  HECKOJIBKO
IIPVIMEPOB TIapaJUIeJIbHBIX KOHCTPYKIIMI ™3 pomaHa [Dx.OcteH
«Hoprenrepckoe adbbaTcTBO».

«His knowledge and her ignorance of the subject, his rapidity
of expression, and her diffidence of herself put that out of her
power; she could strike out nothing new in commendation, but she
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readily echoed whatever he chose to assert, and it was finally settled
between them without any difficulty that his equipage was
altogether the most complete of its kind in England, his carriage the
neatest, his horse the best goer, and himself the best coachman» [1].
CiregyeT OTMETHUTH 3[eChb TakXke W IIpUMep SIUIUIITUYECKON
koHCcTpyKLum («his carriage the neatest, his horse the best goer, and
himself the best coachman»), xotopas mnpumaer aMHaAMMU3IM
II0BECTBOBAHUIO, Pa3TOBOPHBIN OTTEHOK IIPeJIOKEHMIO, OTYero
TeKCT BBITJIAANUT MeHee KHVDKHO.

B mapasuiesrbHOV KOHCTPYKLIMM CIIeYIOIIEro IIpeyIoKeHMs
[Ix. OcTeH [OaeT O4YeHb JIAKOHWYHYIO XapaKTepucTuky Korpmm:
«Little as Catherine was in the habit of judging for herself, and
unfixed as were her general notions of what men ought to be, she
could not entirely repress a doubt, while she bore with the effusions
of his [Thorp - E.IIL] endless conceit, of his being altogether
completely agreeable» [1]. B aTom xe mpemioxenun [Ix.Ocren
npuberaeT K CTWINCTUYECKOV WHBEPCUM, YTOOBI IIOIUYEepPKHYTH
npucyiye oOpasy KaTpun uepTrl — OTCYTCTBME CaMOCTOATEIbHBIX
CYXXIIeHWVI, HeSICHOCTD IIPEJICTaBIeHNI O MYXXCKIX COBEpPIIIEHCTBax
11 B L1eJIOM O JIIOSX.

Kak MOXHO 3aMeTUTh M3 NpUBEIEHHBIX BbIIIe IIPUMEPOB,
IapasulejibHas KOHCTPYKIus Iipumaer Iipose [Ix. Ocren pwutwM,
CBSI3aHHOCTb, 11€JIbHOCTB, & TaKXXe 0COOYIO KMBOCTh ITOBECTBOBAHMIO.
B meroM, 0o moBomy —HapaUleJIbHBIX — KOHCTPYKUMIZ B
nipomsBeneHnsix [x. OcTeH MOXXHO OTMETUTb, UYTO OyKBaJIbHO BeCh
TeKCT poMaHa oOdOpMIeH B 3T KOHCTPYKIMW. ODTO CaMblil
TUIIMYHBI, MOXHO CKa3aTb - OCTEHOBCKMUI IIpMeM W3 BCex
CUHTaKCUYeCKMX [IPMEeMOB II/CcaTeIbHUIIBL.

HosospHO "acto [Ix. OcteH nmpuberaeT K IepeunciIeHNIO I
TOrO, 4YTOOBI OBICTPO, CXXaTo, HO CcoOHAepXXaTeJIbHO W3JIOXKUTD
HEKOTOPBINI MaTepuasl, II03HAKOMUTh YMTaTelIsl C OIIpeesIeHHOM
nHpOopMalVern.

x. OcteH, cTpeMUBIIIAsCS K JIAKOHM3MY, COIEP>KaTeIbHOCTH,
ns3beraslllasg KaKux-JIMOO CpaBHEHWUV, 3MIUTEeTOB, MeTadop, MIpu
oOpmcoBke oOpasa reposi 4acTo MCIOJIb3YeT IIpVieM IepednciIeHNs.
C moMompl0 IepeduncIeHMs [aeTcs xapakKrepucTmka KorpuH B
«Hoprenrepckom abbatcTBe»: «her character is meant to be, that her

13nece m pajlee IIATATBL M3 TeKCTa POMAHOB OyIOyT HIPUMBOOUTECA IO
3JIEKTPOHHOMY M3IaHMIO 0e3 ykasaHws crpanmil. - EIT.
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heart was affectionate; her disposition cheerful and open, without
conceit or affectation of any kind - her manners just removed from
the awkwardness and shyness of a girl; her person pleasing, and,
when in good looks, pretty - and her mind about as ignorant and
uninformed as the female mind at seventeen usually is» [1].

Anamm3 mpueMa mHepeumciieHuMs B pomaHax JIx. OcreH
I1I03BOJIA€T CellaTh BBIBOA, UTO IIMcaTeSIbHMIIA WCIIOIb3yeT ero B
OTHOIIEHUM TOM dYacTu WMHEOpMalMM, KOTOPyIO OHa w30beraer
OIINChIBATh, HAIIpUMep - J1eTaJIbHOIO OIVICaHVs BHEIITHOCTY TepoeB,
T.K. g JDk. OcteH oOHa HeBaXHa; XapakTepoB, w00 OHM
pacKpbIBalOTCS B AEVICTBUSAX U peuls; MHTePbepPOB JIOMOB, €C/I OHU
He WTPalOT HUKAKOW POJIM B PACKPBITUM XapaKTepoB, a IIOPOM 1
4yBCTB, TIIOCKOJIBKY /[IK. OcTeH He BBIHOCWIA  W3JIMIIHEIO
IIPOSIBJIEHVIS YyBCTB B IIPOVI3BEIEHVISIX.

OrmmrunrennbHOM ~ 0cOOeHHOCThIO  pomaHOB  [K. OcTeH
SBJIsIeTC abCOJIIOTHOE OTCYTCTBME cpaBHeHm. bosiee Toro, cyas 1o
TOMY, YTO [Ba CJIyd4as WCHOIb30BaHMSA cpaBHeHmU [Ix. Ocren
BKIafblBaeT B Yycra Vsabeiwst B pomaHe «Hoprenrepckoe
abbaTcTBO» [B IlepBoM cirydae lI3abeiuia rOBOpPUT, UTO ee IIEeKM
IIOKpacHeIoT Kak po3bl («my cheeks would have been as red as your
roses» [1]), ecin KaTpuH ckaxet, 4To oHa M ee OpaT co3IaHbI APYT
IUI Opyra; B IPYroM cijlydae OHa FOBOPWUT, UTO ee IIOApYyra, MICC
DHIpIOC, KpacyBa Kak aHrell («as beautiful as an angel» [1])], MmoxxHO
CeraThk BBIBOJ, UTO VX OTCYTCTBMe B poMaHax [[x. OcTeH sBiisgeTcs
CBOEro pojla 3CTeTUYeCKOV IIPOrpaMMOVL VICaTeIbHUIIBL.

B pomanax [Ix.OcTeH WMCHONB3YIOTCA TakKke CTWIeBbIe
IIpVeMBbI, C IIOMOIIBIO KOTOPBIX CO37aeTcsi KoMudeckuit 3ddexT,
HaIlpyMep, cliafl!, urpa cJIos.

B «lopmoctm wm mnpenyOexnmeHmMm» CIaj, Kak IIpaBuilo,
IIPUICYTCTBYeT B pedy IrepoeB, B YaCTHOCTY, B pedax MucTepa U
muccrc benner. Hampumep, B peun mucrepa beHnera, xorpa oH,
BOIIpeKI OXWOaHWSAM MUCCUC beHHeT 1 xapakTepy pasrosopa,
KOTOPBIVI OH 3aBOAUT ¢ Dim3abeT, He OTUMTHIBAeT ee 3a OTKas3
Komwmnsy, a roBoput: «An unhappy alternative is before you,
Elizabeth. From this day you must be a stranger to one of your
parents. Your mother will never see you again if you do not marry
Mr. Collins, and I will never see you again if you do» [2]. VIn,

1 Bathos - HeOOBIUHBIVI IOBOPOT MBIC/IV, HECOOTBETCTBYIOIINI OXMIAAaHVSAM
cJlylIaTesievl VIV YuTaTesIs.
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HalpuMmep, B peum Muccuc beHHeT, B ee Amasiore ¢ MMCCUC
l'apauHep, Korma oHa AEINTCS CBOMMM IIepeXVMBaHMAMMU U TOpeM
II0 IIOBOAY TOro, 4ro buHmmM yexas, a Dnms3abeT oTKasala
Komwmmnsy: «I do not blame Jane, for Jane would have got Mr.
Bingley if she could. But Lizzy! Oh, sister! It is very hard to think
that she might have been Mr. Collins's wife by this time, had it not
been for her own perverseness...The consequence of it is, that Lady
Lucas will have a daughter married before I have, and that the
Longbourn estate is just as much entailed as ever... It makes me very
nervous and poorly, to be thwarted so in my own family, and to
have neighbours who think of themselves before anybody else.
However, your coming just at this time is the greatest of comforts,
and I am very glad to hear what you tell us, of long sleeves» [2].

Cranm B mipsiMom peum MucTepa u Mmccuc beHHeT, momMmmo
co3gaHMsl  KoMm4eckoro  addekra,  pacKpblBaeT  Takxe
OT/IMUNTEJIbHbIE OCOOEHHOCTVM 3TMX XapaKTepoB: WPOHUUYECKUN
CKJIa/], yMa MucTepa beHHeTa 1 IOBEPXHOCTHOCTb UyBCTB MVCCUC
bennet, addexTripoBaHHOCTE ee HATypPEHL

B «Hoprenrepckom abOarctBe» [Ix. OcTeH 1CIOIIb3yeT TaKo
IpreM, KaK Urpa CJIOB; ero OyHKUMM B pOMaHe 3aKIIoualoTcs He
TOJIBKO B CO3JAaHMM  KOMMUYeCKoro sddekra, HO U B
XyOOXeCTBeHHOM pacKpeITuM obpasa, a Takke B MapKMpPOBKe
aBTOPCKOM MpoHMM. Bce mpmmeprl 3TOro mpmema comepkarcs B
pasrosope Korpun, mucc Tvomau n 'enpu Turm.

XapakrepHoe i ['eHpu cTpemsleHMe K UMCTOTe S3bIKa U
IPaMOTHOMY BBIP&KEHWMIO MBICJIeVI, a TakKXe ero OCTpoyMue,
VPOHWYHBIV CKIa, YMa ¥ HACMENUIVBOCTb ITPOSIBJISIIOTCS B €ro
nnainore ¢ Katpuu o pomane «Yposnbdgo». Karpun B BocTopre or
3TOro pomaHa 1 ropoput: «But now really, do not you think Udolpho
the nicest book in the world?» [1]. Ha uto I'enpu en orBedaet: «The
nicest - by which I suppose you mean the neatest. That must
depend upon the binding» [1].

B cienyromieM pasroBope, B KOTOPOM IIPMHMMAIOT ydacTye
Ksrpun, mucc Twiau n I'eapw, peus uger o ToMm, uro B JlIoHmOHE
«KITyT Yero-TO y>KaCHOTO».

Karpun: «I have heard that something very shocking indeed
will soon come out in London».

Mmucc Twman: «Indeed! And of what nature?»
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Korpun: «That I do not know, nor who is the author. I have
only heard that it is to be more horrible than anything we have met
with yet...»

Mucc Twian: «You speak with astonishing composure! But I
hope your friend's accounts have been exaggerated; and if such a
design is known beforehand, proper measures will undoubtedly be
taken by government to prevent its coming to effect».

I'enpu: «Government, neither desires nor dares to interfere in
such matters. There must be murder; and government cares not how
muchy».

Mucc Twan: «Miss Morland, do not mind what he says; but
have the goodness to satisfy me as to this dreadful riot».

Korpum: «Riot! What riot?» [1].

Kak BMAHO w3 BBIIIENIPUBEAEHHOIO AMaIora, 37ech C
IIOMOIIIBIO VITPHI CJIOB aBTOP MPOHM3MPYET 110 HOBOAY «IOTUYECKIX»
pomaHoB. KastamOyp, mpumarommit ciileHe KOMMUUYECKUI XapakTep,
poxpaercss n3 toro, uro Korpmun m mmcc TwiHmM mo-pasHomy
IIOHMMAIOT IIpUpony yxkacHoro: KsTpuH, roBops o TOM, YTO B
JIoHOHE XAYT 4ero-To y>kKacHOro, MMeeT B By II0sIBJIeHVIe HOBOTO
pomMaHa yXacoB, a Mwucc TwiHM OymaeT, YTO peub WHET O
TOTOBSIIIIEMCSI BOCCTAaHMM, PEBOIIOIIMM U T.IL; @ TaK XXe M3 TOTo, YTO
KsTpuH He coBceM TOYHO BbIpakaeT TO, UTO MMeeT B BULY.

Muorne cuaTakcudeckne durypel B pomanax JDx. OcreH
cJIlyXXaT I  pPacKpbITMd  BHYTpPeHHero Mwupa, XapaKTepa
HEeVICTBYIOIIVX JIVIL, I Ilepelauy WX YYBCTB, IIepeXVBaHMUI,
SMOIIMW, TICUXOJIOTMYECKMX COCTOSIHUWM, HalpuMep, Takue, Kak
IIOBTOP, IIOJIXBAT, aHadpopa v ApyTHe.

IIx. OcTteH wucnosnmp3yeT nopxsaT B Anasiorax. HasHauenwme
3TOTO IIpMeMa, BO-TIEPBBIX — CO3[aHVe KOMMUYecKoro sddekra, Bo-
BTOPBIX — PacKpbITMe XapaKTepa, BHyTpeHHero Myupa TOrO repos,
KOTOPBII IIOJXBaTbIBaeT pasbl WIM CJIOBa W, B-TPETBUX -
MPOHIYEeCKOe OIIpOBep KeHe IPeIIIecTBYIOIero BbICKa3bIBAHS.

B «Hoprtenrepckom ab0batcTBe» momxsaTbhiBaeT dpasbl ko
Topn, B ero ciryuae rogxsaTt nmomoraet [Ix. OcTteH pacKpbITh 0O6pa3
reposi. O0OBACHUTD 1TOAXBaThl TopIia MOXHO TeM, YTO OH IIPOCTO He
3HAeT, C Yero HavaTb, WIN HU3KMM yPOBHEM ero pedeBoVl KYJIbTYPBbI,
YTO XapaKTepusyeT Trepos KaK HeBeXXeCTBeHHOIo, HeJlaJIeKoro
yejloBeKa. BmecTe ¢ TeM, TIOfIXBaT B €ro peunt co3faeT KOMIYECKU

3ddexT.
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B «lopmoctm wm  mpemyOexnmeHuy» — yaile — APyrux
HEeVICTBYIOIIVX JIVI] IIOAXBaThIBaeT opasbl Dimn3aldeT, oJHAKO OHa, B
oryimune or Topma, mpuberaer K 3TOMy I WPOHUYECKOTO
OIIpOBepKeHMs BbICKa3blBaHMS coOeceHMKAa. DTa OCOOEHHOCTb
TaKXke CIIyXXUT IIPYeMOM KOCBEHHOV XapaKTepUCTMKM In3alert,
JIMIITHUT pa3 HOATBepXKaasl MPOHMYECKUTI CKIIAll ee yMa.

J1J1s1 TICVIXOJIOTMUECKOTro M XapaKTepOJIOTMYeCKOTO PacKpbITs
oOpasa Ix. OcreH VICIIOJIb3yeT BOIIPOCUTEJIbHBIE "
BOCK/IMIIATeJIbHBIe —IIpelylokeHMs. B  pomane «[opmocte u
npenyOexaeHre» IIOHOOHBIMM IIPeIOKEeHMAMN IlepeHachlIleHa
peub Muccuc benner m Jlumum, B «HopreHreckom abbatcTBe» -
peub V3abesuibl n [Ixona Topna. ITpryemM HeoOXoamMO 3aMeTUTh,
YTO OHM BOIIPOIIAIOT M BOCKJIMIIAIOT, KOTAa I 3TOr0 HeT HUKAKMX
OCHOBAHWI.

B peun Dmm3aler Takke YacTO BCTPEYAOTCS BOCKIIMIIAHMS,
OIIHAKO OHW BCerJla OIpaBAaHbl U IepelaloT ee 3MOILMOHAJIbHOe
coctosgHMe. [Iprmepom Takoro poga MOXeT CIIYKUTh pedb Din3aber
riocsie mpourenus eto micbma Hapen: «How despicably I have acted!
I, who have prided myself on my discernment! I, who have valued
myself on my abilities! who have often disdained the generous
candour of my sister, and gratified my vanity in useless or
blameable mistrust!..» [2]. DTOT MOHOJIOr KakK HeJIb3s JIydllle
XapaKTepu3yeT TeMIlepaMeHT Djn3abeT - OHa 3MOIMOHAJIbHA, U
ecjIiM OHa YTO-TO IepeXuBaeT, TO IepeXuBaeT OYeHb CWIBHO U
r71y00Ko. [lylreBHOe cocTosiHMe Dim3aleT IlepefaeTcs 37ech TaKxke
yepe3 aHadopuUecKylo KOHCTpykumoo - [ (1) - KoTopad
IIoTYepKMBaeT, KaK reponHs K ceOe cTpora n TpeOoBaTellbHA: OHA
BYHUT TOJIBKO Ce0si B COBEPIIEHHOV el0 OIIMOKe; VMMEHHO ee
TIIlecJIaByie, KaK CUMTaeT D3aleT, CTaIo IIPUYMHOV 3TOV OIIMOKA.

ITosTOpHEl B mpomsseaenmsx Ix. Octen BcTpedaroTcs He4acTo,
HO eI OHa K HUM IIpuOeraer (B aBTOPCKOM ITOBECTBOBAHWM), TO
JelaeTcs 3TO [Id TOro, 4YTOOBl 3a0CTPUTh BHMMaHMEe Ha
OIIperieJIeHHbIX YYBCTBAxX ¥ MBICJISIX TepoeB, YTOObI, He ITpuderas K
JeTaJIbHOMY WX W3JIOKeHUIO, IlepefaTb BHYTpPeHHee COCTOsHMUe
repoes. IToBTOPBI B HIPSIMOTI peun BBITIOJTHSIIOT
xapakTeposornmdeckylo ¢gyHkumio. I[IprMepoM MOXeT CIIyXUTb
peur Topra, korma oH mbITaeTcs o0bsicHUTBCS ¢ Koarpun: «That is
kind of you, however - kind and good-natured. I shall not forget it
in a hurry. But you have more good nature and all that, than
anybody living, I believe. A monstrous deal of good nature, and it is
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not only good nature, but you have so much, so much of
everything...» [1]. Dror MoHosmor Topma ckopee CIyXWUT I
KpPacCHOPEUMBOVI XapaKTePUCTUKN CaMOTO TIeposl, JIUIIHWW pas
IIOYepKMBasl ero HeBeXXeCTBO M HU3KUW ypOBeHb KYJIbTYPBI, 4eM
TS BBIpakeHMs ero 4yBcTB K KoTpuh.

JIx. OcTeH mHOpOV WCHOJIB3yeT pPUTOpPUYECKMe BOIIPOCHL,
4TOOBI HAMETUTb, OYEPTUTH Te MBICJIV, KOTOPBIe B JaHHBIVI MOMEHT
OecriokosAT repoes. Ilepemasasi TakuMm 00pa3oM MBICII TepOEB,
x. Octen Kak Obl mpumIallaeT 4yMTaTesld K pasMbIIUIEHWIO Haf,
TeMM e BOIIpocaMI, KOTOpble DeCIIOKOAT repoes.

Heobxommmo 3ameTnTh, uTo B pomaHax k. OcTeH JOBOIBHO
MHOTO BOCKJIMIIATEJIbHBIX ¥  BOIIPOCUTEIBHBIX KOHCTPYKLINVA,
KOTOpPBIe BBINOJIHAIOT CaMble pasHble (PyHKIIMW; K IepedrCc/IeHHbIM
BBIIIIE MOXHO [JOOaBUTh TakXke TO, 4YTO B BOCKIMIIATeIIbHbIE
IpeyIoKeHnsl MHorga odopMiIeHBl aBTOPCKMe peMapKy, MHOTIAa
OHI CJIyXXaT CBOEro poga «summary» TOro, UTO IOJDKHBI
II0YyBCTBOBaTh Iepou B OITpesleJIeHHbIX CUTyalsX.

Bce sTO CcBUpeTesbcTBYyeT OO0  SMOLMOHaJIBHOCTM U
9KCIpeccMBHOCTM Hpo3bl k. OcTeH; ee poMaHBI, HeCMOTpsl Ha
OTCyTCTBME€ B  HUX  APKUX  CpaBHEHWUV,  OHpeneIeHHBIX
CUHTaKCMYeCKMX KOHCTPYKLWI, LeJIbl0 KOTOPBIX  SBJISETCS
IpyaHuie IIPOV3BEHeHVMIO IIO3TUYHOCTV, CYITeCTUW, HeJIb3s
Ha3BaTh «CYyXVMW», CTPOTO pallYiOHaJIbHBIMY, JIVIIIEHHBIMM KaKMX-
0o 4YyBcTB. Becre ¢ Tem Bce 3TM mIpuMephl IOKa3bIBaloOT,
HaCKOJIPKO JIAKOHMYHA ¥ CAep’kaHHa IVcaTelIbHUIIA B BbIpaskeHUM
3TUX YyBCTB.

Kak MOXXHO OBUIO 3aMeTUTh M3 IIPUBENeHHBIX IIPVIMEPOB, 11
[Ix. OcTeH xapaKTepHO ITOCTPOeHVe OYeHb UIMHHBIX, CJIOXKHBIX, CO
MHOXXeCTBOM IPUIATOUYHBIX dYacTey, Ipemioxenunt. OpHako,
HeCMOTps Ha 3TO, IPpeJIOKeHVsI McaTe/IbHUIIBI He TsDKeJIOBeCHBI,
OHV UMTAIOTCA Ha OTHOM JbIXaHUL.

B xynoxecrBennori cucreme K. OcTeH BaXXHBIM IIPVIEMOM
ABJIeTC HeCOOCTBeHHO-IIpsAMasl pedb. ODTOT MpueM CIYXWUT B
poMaHax  MMCaTeJIbHUIIBI ~ XapaKTepOJIOTMYeCKMM  CPeCcTBOM,
CIocoOOM  pacKpbITVsI ~ BHYTPeHHero  Mwupa  Ieposd,  ero
IICVIXOJIOTMYECKOTO COCTOSHVS, YyBCTB M MBbICJIeN (HaIlpuMep, B
«Hoprenrepckom abbaTcTBe» I pacKpeITns obpasa lI3alerisl,
reperayy 3MOLMOHAJIBHO-TICUXOJIONMYeCcKOro cocTogHmnsa Karpus; B
«[opmocTmt  m  mpenyOexnmeHuMn» - I IICVIXOJIOTMYECKO
xapakTepucTuky Onm3ader). HecoOcTBeHHO-TIpsMast peub B
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pomanax JIx. OcTeH CIIy)XUT Takke CpelACTBOM Ileperadn
pasBepHyTOoro auasiora. [IpumepoM mogoOHOro WMCIOIB30BaAHNA
3TOrO IIpyieMa MOXeT CIIy)KUTb OIHMCaHve BledaT/leHun buHrm m
Hapcu ot 6as1a B MepuToHe.

Kaxmaa dpasa [Ix.Ocren oTroueHa, IpenjIoXeHVe
oTHUIMdOBaHO 110 OJIecka, YTO CO3[aeT ANUIPaMMaTUYHOCTb CTVJIAL
Cpenu cuHTaKcHuecknx puryp, Koropele mcrosbsyeT [x. Ocren,
HeT HM O[JHOW, KOTopas Obl mIpuaaBajla ee IIPOVM3BeIEHUIO
«KPacuBOCTb», IIO3TUYHOCTb. CuHTaKc14ueckmue IIpVeMBI,
ucnosb3yeMmble k. OcTeH, ciyXaT It JJAKOHWMYHOIO WM3JIOKEeHWs
MaTepuasia, ONMCaHMS COOBITUII (HaIpuUMmep, IepednciieHns,
IapauleJIbHble KOHCTPYKIIMM), a TakkKe IS CO30aHs KOMIYeCKOTo
addekTa WM MPOHMUECKOTO MOATEKCTa (Criaz, mrpa cjios). Kpome
TOrO, MHOIMEe W3 HUX HBJISIOTCI CPelICTBOM  KOCBEHHOU
XapaKTepUCTVKI repoeB, a TakXe CIyXKaT I Iepeadil X UyBCTB,
IepeXXVBaHMM, IICHXOJIOIMYEeCKX COCTOSIHUM (HaIIpuMep, HOBTOP,
IIOZIXBAT, BOCK/IMIIATeIbHBIE, BOIIPOCUTEIbHbIE IIPEeJIOKeHMs,
aHadopa, pUTOPUUECKUTI BOIIPOC, HECOOCTBEHHO-TIpsIMas pedb), T.e.
Ba)KHBIM MHCTPYMEHTOM IICUXOJIOIMYeCKOro pacKpbITHM o0pasa.

PaccmoTpes poMansl [Ix. OcTeH Ha ypOBHe CMHTAKCUYECKOIO
aHa/IM3a TeKCTa, MOXXHO cJeJlaTh BBIBOM, YTO I TBOPYECKOW
MaHepbl CcaTeJIbHUIIBI XapaKTepHO CTpeMJIeHle BbIPa3uTb CMBICII
KaK MOXHO MEeHBIIIMM KOJIMYeCTBOM CJIOB; KaK BEpHO 3aMedaeT
H. Oemyposa, [Ix.Octen «m30eraer CJIOKHBIX W 3allyTaHHBIX
KOHCTPYKILIMV, IIOCTpOoeHMe ee ¢pas3bl JIAKOHWYHO, W3AIIHO U
HEJIBYCMBICJIEHHO; OHa O4YeHb CcJepXXaHHa B yHoTpebOrieHUM
BCSTUECKMX CTWINCTUYECKX (Puryp; He BBIHOCUT JIMTepaTypHBIX
IIITAMIIOB VI MHOTO3HAUMTEIIbHOCTE» [8].

Tpynno He coryacuTecst ¢ TeM oIlpefiejieHreM, KOTOpoe fajla
CBOVIM IIpOM3BeNeHMsAM caMa IMcaTe/IbHUIlA, CpaBHMBABIIAs WX C
«HeOOIBIIVIMY M3AeIVSMIM U3 CJIOHOBOM KOCTV, He Ooslee IOBYX
AIOVIMOB B IIIMpUHY» («little bits - two inches wide - of ivory»).
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«TJTYMAYAJIbHIK HEMAYAY »:
COHCABA-KAMITAS3ILIBIVHASI ETHACIIb
3BOPHIKA [T)K. JTAXIPBI

I'AHHA bYTBIPUYbIK

Interpretation, dichotomy of care and neglect, specific of American and Indian
communities, complicated matrimonial, cultural and other relationships, balancing
between separate characters and episodes, variety of narrative styles, dialog between the
individual stories in the volume are revealed in this paper as the crucial to understand
“Interpreter of Maladies” by |. Lahiri as a short story cycle.

Ha cxpppkaBanni XX i XXI craromnssy mparac miabastizalibli
CyIIpaBapKaerira oIy KaM Cy4aCHBIMI CYIIOJIbHACLIAMI
(HalpITHAIPHBIMI, TBOPYBIMI, TEeHIPPHBIMI 1 iHII) cBaén
iHpIBidyasIbHACIl i camaObITHacHi. [I3ecaTki HaByK i HaByKOBBIX
KipyHKay, TakiX, 4K KyJIbTypasorisg 1 canplsIoris, STHIYHadg 1
KarHITbIyHas IICIXaJIoris 1 aHTparasIoris, BEIKapbICTOYBAaIOUbl TYIO I1i
IHIITY IO T3PMiHaJIOTIIO, 3BpTaroIa oa BBIBY UDHHSI
«HallpIIHaJIbHara XapakTapy», <«HallbIIHaJIbHaM iA3HTBIYHACILI»,
«KapLiHBI CBeTy», «MeHTaJIbHaclli». JliTapaTypa mpa3 MacTanTsa
cJIoBa IIa-CBOVIMY ac3HCOYBae CKJIaJaHbld 3'8Bbl CydacHacClli,
Iparia"ye crelbidiuyHae OagaHHe CBETY i cBae IMIMATIIiKis paII3IIIIbI
pavaicHacIi. PaasibHacIb aycTae K cBoeacaOsIiBbl HaIiMIICeCT, SAKi
OsickOHIIa IlepallicBaelllla HAaHOY y ajllaBeHACIi ca 3ma0bITKami
YajlaBeyar I[bIBUI3anbl. Y MacTallkKiM — TBOPBI  BbIdyJIdelilla
iHOBIBiMyasIbHACIIB ayTapa, AKi y cBaro 4apry 3 syJidelilia HoCcbOiTaM
HallbITHAJIBHBIX 71971 1 IIpa3 acabicTel 10cBel1 iMKHeIlla BBIVICIIL [1a
KaT3rOPBIVI yHiBepCaJIbHBIX.

[Tomyxi sitaparypsl 3nydaHbix Illtatay AMeprpIKi y I'SThIM
KipyHKy VAyJIAIOIIla Haa3Bblyam IUIEHHBIMI. Kami v MiHyjIba
CTarofi[i3l TpblBayla TPpbIMaslacsd KaHLIAIIBIA «IUIaBUIbHAra IITJIHo»
(melting pot), HepaajoyieHHs HaUbIIHAIBHBIX 1 PArisHaJIbHBIX
acaOiriBacIigy y iMsl cTBapsHHS af3iHall amepulkancKaul KyJIbTyphbl,
TO 3apa3 crelblidika sitapatyps! 3ITA Gauslliiia y pa3HacTamHacIii
sie HallbISTHAJIPHBIX BapbIsIHTay, TaMy YCE YacIley 3aMeCT a3HaUdHH:I
smmapamypa 3MIA BeIKapbIcTOYBaella - simapamyps. 3I1A. Hasar
KaJIl CIIBIHALIA Ha 4YbICTa JKaHOUYbIM paKypce IIbITaHHS, IITO
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ABIKTyeIllla CKipaBaHACIIO [laj3eHara 300pHika, TO HaliTpa
aTpbIMJIiBaela JOCBHIIIb Oaratari. \Y Oerapyckim
JiTapaTypasHaycTBe, A3sAKyroubl HaMaraHHsaM 1O. B. Crynasa 1 saro
By4H:AY, aKTblyHa Aacienyelllla adppa-amepblKaHCKas JliTapaTypal,
dKas HauIepll BsaoMas Ha IIOCTcaBellKall IIpacTopbl paMaHaM
HoGesneyckanm saypsatki T.Mopsican «JTrobas» (T. Morrison,
Beloved)?, a Takcama iméHami D. Yonkep (A. Walker), I1. Mapmman
(P. Marshall), I'. Hamtap (G. Naylor), M. Ampxanoy (M. Angelou) i
inmr. Hamriikaseriiae 1iojie Ui BBIBYUYSHHS Ysyiise JliTaparypa
KapaHHara HaceJIbHII[TBa, TO OOK iHa3enuay - Jlecii Mapmon Ciika
(Leslie Marmon Silko), Cxor Mamamsin (Scott Momaday) i iHmr.;
JiTapaTypa 4YblkaHa - aMepblKaHIlay MeKCiKaHCKara IaxO KaHHI:
I. Peiéc (Isabella Rios), D.II. Tpamb0ii (Estella Portillo Trambley),
C. Cicuenpac (Sandra Cisneros), [I.YaB33 (Denise Chavez)3.
IMKHeHHe TTagKpaCIIillh HallbIIHAJIBHYIO caMaOBbITHACIIL yCE vaclien
IpacTyllae y KaHa[cKalm JHTapaTypbl, INTO ayIfocTpaBaHa 1 Y
MacTallKixX TBOpax i TapaTeIUHBIX IIpatiax M. D1Bynt. Acobae Meciia
Yy TSTBIM II3pary 3ariMarollb ITICBMEHHILbI a3idllKara HaxOmKaHH:.
Tax, xitassuka Owmi Tan (Amy Tan) y cBaém kHize «Kity0
nrvaciaiyysika [xovi» (The Joy Luck Club, 1989) amicae OapalibOy
cBaix Oarmpkoy 3a Meciia majg coHuaMm y Kasidophii®. Dxamiia
Jlaxipet (Jhumpa Lahiri, nap. 1967) ipancrayiisie Masiajioe IlakajleHHe
aMepbIKaHIIay iHObIVICKara naxompkants. Hapasitacs micsMeHHiIa
y JloHpmaHe, n3ingupld 1 IOHALIKiA Tadbl e HOpannun Ha Pon-
Aviiannse. 'Y bocranckim yHiBepcitane [Ix. Jlaxipel aTpbiMaiia
Maricrapckig CTyIleHI Ila MacTallkaMy ITiCbMy 1 ITapayHaJbHamy
JiTapaTypa3HayCTBy, a TaKcaMa JOKTapCKYIO CTyIIeHb I1a KYJIbTYpPbl
Psnecancy. Beiwiagasia wmacramkae miceMo Yy bocramckim

1Y MiHckiM A3gpKayHBIM JIHIBICTBIYHBIM YHiBepciTaIe NaJpbIXTaBaHa [1a
abapons! apicepTanbia H. 2Kito6rw1, mpeicBeuanas teopuactii I'. Havotap.

2Pycki mepaxiiag I. Taroesam «BoszmoGrienHas», ri1. 4dacomic «VIHocTpaHHas
nutepaTtypa» 1994, Nel2.

3Tlagpabsi3Ha TBOPBI TATHIX 1 IHIIBIX IIICBMEHHII 4bikAHA Pas3IileKaHbL:
Eysturoy, Annie O. Dauthers of Self-creation: the Contemporary Chicana
Novel, 1996. Annie Museum of New Mexico Press, 172 p, ISBN: 0-8263-1708-1,
anpbo Rebolledo, Tey Diana. Women Singing in the Snow: A Cultural Analysis
of Chicana Literature, 1995. University of Arizona Press, 250 p. ISBN: 0-8165-
1520-4.

4y nepiyto yapry Maelilia Ha yBase pabora «Survival: A Thematic Guide to
Canadian Literature».

5 AnomiHi paMaH HiCbMeHHIITBI BbIVIIIAY cérteta — Saving Fish from Drowning.

47



yHiBepciTonie 1 Pop-Avulanackam IIKose Abl3arHa. BisiToykam
IiCbMEeHHIIIBI cTay 300PHIK anaBsgaHHAY «[lIymMavyabHIK HeMaday»
(Interpreter of Maladies)', 3a sxi JIx. JIaxipsl aTpbiMasia ¥ 2000 romse
IlyminspaycKyro OpaMiro i MI3par iHIIBIX IIP3CTbDKHBIX Y3Harapomi?.
Cénnsa [Ix. Jlaxippl Bgmoma Takcama cBaiM pamMaHam Namesake
(2003).

Mbram nan3eHara macijienaBaHHS €CIIb BBLIIYVJIEHHE COHCaBa-
KaMIIasilpliHara aj3iHcTea 300pHika «TirymavyanpHIK HeMavay», siKi
CKJIaflaelrilia 3 JA3€BsIll, Ha IIepIIbl [IOIVIA[, He 3BdA3aHBbIX ITaMDX
cabom TBOpay. LlplxyiaM 3BbIYaliHa MOpBIHATa Has3blBallb TIPYILy
araBsiZlaHH:AY, a0’gaHaHBIX agHBIM TrepoeM IIi MecliaM JI3esHHS.
Ilepaxiazm, iHTSpHpaTanbiad - T3Ma, sKasd ayIfocTpaBaHa 1 y HasBe
300pHiKa, i ¥ Aro MaricTpajibHbIM allaBsilaHHi, CIlb KJTIOYaBOW I
Jx. JTaxipel. [I3ers Taro, KaO ys3HiKIa KaMyHikalpld, ka0 Oaxi
IapasyMesIics, HeabxojTHa IIpaBUIbHA paCmAYMA4bIYD,
iHmapnpsmabay Masiupl KoxkHara. 'epoi anasamannay [Dx. Jlaxipel,
K IIpaiBjla, iHABIVIIIBI, aJIbOO iX pOA3ivbl, Cycensi, 3HaéMblsA, KaXaHKi.
Tomeki Vv nmByx amasspmaHHax («Cakci» 1 «Y  wicic Coane»)
IIpaTaraHiCTbl He IHABIAIBI, ajle SHbl 3BgA3aHbld 3 IHABIVICKIMI
cemsimi. /[I3essHHe amObiBaeria ampbo ¢ 3iryuansix  IlltaTtax
Ameppiki, anmpbo y Imaprn. TakiM dYblHaM, y IPHTPHI VBari
3HaAXOM3IIlIla IIbITAaHHEe y3aeMagauyblHEHHSY, ObIsUIOra  O3BIOX
KYJIbTYP, aMepbIKaHCKav 1 IHIbIVICKAL.

ITiceMeHHINa Jae MIdpar p3Ip33eHTallblil PaYaiCHaCIIl, 3aMeCcT
aJTHOVI, sIKasl 3BbIYaViHa ITpallaHyelllla Y paMaHe I1i acobHa Y3SThIM
alaBslaHHI, IlacTagHHa MsHSAe alaBgfajibHiKay, IIITO AasBarie
fJacarHylp mHostidaHiyHacli rydaHHs 300pHika. TakiM 4YbIHaM
repaajiojibBaelllia [bIKTaT ayTapa-allaBiafajibHiKa 1 mazmaerna
KaplliHa OKBIIIS Yy 3MEHJIBBIX CYO eKTBIYHBIX IIpaJlaMJIeHHSIX
reposty. IlammoOHBI mafbIXoO[, CIpbIge INIMaTrpaHHaAMy IIaKasy
JajlaBeyarl CyImo/IbHacIli. bosbln mijibHae IpaudbiTaHHe [1a3Barde
BBISIBIITb MATBIBBI, SIKisl JIydallb yce TBOPBL. SIHBI 3MSIIYarolb y cabe

1 PyckamoyHaMy dbITady BSOMBIL [Ba AallaBsifaHHI 3 I Tara BBIIAHHSA ¥
nepaxiiansze M. Canranik. I'11. wacomic «/HocTpanHas aureparypa» (2003, Nel),
ajTp00 a/iTIaBeTHbI IHTAPHAT-calT raTara BBITAHHS:
magazines.russ.ru/inostran/2003/1/lahir.html

2 The Transatlantic Review Award from the Henfield Foundation, The Louisiana
Review Award for Short Fiction, the O. Henry Award for Best American Short
Stories, the PEN/Hemingway Award, The New Yorker Debut of the Year Award
and The American Academy of Arts and Letters Award.
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Haurepil mpabjeMy 4YajlaBeublXx CTacyHKay, Ilepalllkopay V
agHOCIHAX IIaMiK 3akKaxaHbIMi, Oarbkami i O3erbMmi, IObIXaTaMiio
fajTy4yaHaclii i aObIsIKaBaci, KJIOIATy i rps0aBaHHS.
b.i A. Yakpabapii V¢ sKacili CKpasHOW T3MBbI PpasIiIggaiolb
«IIavynié JajydaHactli Ja [oyHara Meciia 1 KyJIbTypsl 1 Yeé X Taki y
TOV caMbl Yac ICHaBaHHe V sKaclli ayTcamaspa y OadblHeHHI Ja
iHmeIx  ictotay»[l, c. 24-25].  A.J1'10o0i akipHTye VyBary Ha
iMirpaHIKiM 110cBen3e reposty [2, c. 25]. st taro, kab yssimp cabe
pasmIsiiaeMbl TOKCT SK CiCTAMHae aji3iHCTBa, Tp30a BBISBIIG THIS
3aKaHaMepHaclli, ITaBojyIe AKix HiTyIOIIIa Ir0 acOOHBIS 3JIeMEeHTHI.
Ilepurae anaBsaganHe «Yacosas cripaBa» (A Temporary Matter!)
3acdpolpkKBae yBary Ha ITpa0sieMe csMeVTHal agdy KaHaclli, siKas ycé
Oospi 3axorvtiBasia lllykymapa i 1loOy. AnaBsmasHe agKpbIBaeriia
cipHam BApTaHHA gamoy IoOsbl, sikasd HeaxarHa CKijiBae y BiTaJIbHi
3aIUIevHik i aOyTak, «MaJoOHa [1a Taro KIITAJITYy >XaHYbIH, SIKOMY,
sdHa clafg3sBaiacsi, HIKOJI He Oypase Hajlexslp» [3, c. 1] YeiTau
Hey3abaBe ycBeamisie, IIITO 3 >KaHYbIHAV afObUIiCS JpaMaTbIUHBISA
3MeHBbl, fKis 3palili se abbigkasayt ga kbeilisd. [1loba maycrae
BaublMa sie MyXKa, Yblé iCHaBaHHe TaKcaMa IIa3HadyaHa 3HaKaM
rpa0aBaHHS yCiM: HATJIEN3sYbl Ha Bedap, €H SII43 He YBICIY 3yO0BbI,
yBeCh [13€Hb IIpaBEy Yy JIOKKY 1 HaBaT He BBIXOI3ly 3 [IOMY.
[licbMeHHIa Tmagae INIMaTIKiA [O3Talmi, $Kig cBeguallb IIpa
IIacTyIoOBbl 3aHsAmNan nonoOy. Hampeixiam, gHa amicBae, K
[MMykymap crpaOye 3amajlillb CBeuKi, ITacTaBiyIIbl iX y TapIIOK 3
KBeTKaMi: «Hsariensgusl Ha Toe, INTO MapacTKi y3AgbIMaslicd Ha
HeKaJIbKi J3[oMIMay Haj Iiebari, ssHa ObUIa TaKOW CyXOW, IITO €H
MyCiy IeplI najilp sie, Kab poyHa nacrasip ceeuki» (10). CracyHki
[Mlyxymapa i [Ilo6sl Takcama HarajgBaloIlb KBETKy, I1a3daysieHyIo
parsiaay 1 xionary. Ilacisa Ttaro, sIK ix [3iig Hapazjsilacsd MEPTBBIM,
KOXXHBI JKbIBe CBaiM acaliCTBIM OKBIIIIEM, KOXHBI I1aacoOKy
IlepakplBae ropa, He Malo4dbl CUIBI 1 XaJaHHSA I ITaATPBIMKI
1HITIara. 3MeHbI y 6ﬂ3paz[aCHae JKBILIIIE MaJIaJoVi IIaphbl HpBIHOCiI_IB
BbIMyIIIaHas IIayblHKa 2JIeKTpbluHacli. Ha mpangary mani n3én
IMlyxkymap i IIloGa BBIIATHYTHIA ca 3BBIUAVIHAra J1ajly O KBILIII:
«Hemrra agbputocs, Kajii oM arlaHaBay 3MpoOK. SIHBI 3HOY 3710s1erti

1 3pepHeM yBary Ha Toe, IIITO apblriHaJIbHas HasBa 3Mslrdae OOJIBII CIHCABBIX
aJilleHHAY: I'3Ta i YacoBae MbITaHHe, YacoBasl TAMa IS JIBICKYCiVl, IIpajiMeT I
abMepKkaBaHHs, ajle TaKcaMa i yacoBas HS3py4HacCIIb.

2 [lepaxsian TyT i mastevt Haut - I'. b. [Tastent y KpymiibIx Qy>KKax IasHavaellla
TOJIBKI CTapOHKa I1aBojIjIe ITa3HavaHara BbITaHH:.
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pasMayIIsie agHo 3 agHbeM» (19). Ilykymap, ski mpaitye 1oMa Haf,
AbICepTallbIAV, CTapaHHa raTye 3K3aTbIYHbLA CTPaBbl 1 paMaHTbIYHA
cepBipye cros1. JloOpa ImpblraTaBaHasi eXa BBICTyIIae CpOAKaM
NasiTHaHHY, cBoeacalIIiBbIM ciMBasIaM IIpbIMipaHHA namix [lobar i
IMyxymapam. Bgauspel cympasampkarollia IMYbIPbIMI pasMoBaMi i
IIpbI3HAHHSAMI — TaKiMmi HeabXxonHBIMI, Kab Ilepaanostelib Oap’ep, siki
Y3HIK IaMDK MyXXaMm 1 >XKOHKam. Bapra ajsHaubiip, mTo yXo
IIepIIbIM allaBAJAHHI allicaHHe eXbl, se IIpblraTaBaHH:S 3ariMae
3HauHae Mecria. HarnpigHarbHasg KyxHs 3'gyiigelilla Heasl eMHam
yacTKam KyJIbTYypbl: OeJlapyckisi [OpaHiki, icIaHCKas Ha3Jibs,
iTa/IbgHCKasl I1acTa, SIIOHCKiA CyIel, raOpavickas Mara. CriocaObl
IIpbIraTaBaHHSA 1 CI@&XBbIBAHHS €Xbl BbI3HA4YalOllb He TOJIbKIi
acalbicThIsg TI'ycTbl, ajle aKpaCIiBalollb HaIIBITHAIBHYIO 1 HSIp3aKa
CallbLUIbHYIO HpblHaJIeXHaclb. Ilakosbki eXa IIagTpbIMIiliBae
JajlaBedae JXKBILIIE, SHa, K 3JIeMeHT KyJIbTYPBbl, 4acTa 3axoyBaellla
HaBaT TajJpl, Kaji CLiparoollla JIHIBICTBIYHBIL  Oap’epsl,
3aCBOVIBaIOIIla MaBOA3IHHBIA Mad Il iHIIan Haupl. [I1g iMirpaHTay
e)ka 3acTaelllla iCTOTHaV JacTKay HallbIIHaJIbHAV II9HTHI 1 CpogKam
JIyY5HHSI OpafICTayHIKOY aJHOV Halpli, csiM'i. BegbrayHas KyxHs -
caripayHae MacTaiiBa i dpistacodist XplIilig, MITO IaTpadye IoyHan
CIIpaKTbIKaBaHacIli. Y 300pHIKy eXa BBICTyIlae V sIKaclli BbIpasHam
MeTadapel. I'sTasg ToMa HacToOIbKi akTyanbHasd Vv k. Jlaxipsl, mTo
€1 mpbicBedyaHae acoOHae pacienaBaHHe Amiel Yob6i «Metadapa
€XbI» 1.

AyTapckas sragka mpa mrdaciiseit gHi Hlykymapa i IIoObr
VKIIIouae Hazxpa6513Hae arricaHHe eXBblI: «Kna;[ojma 3ay Kbl ObUIa
3a0iTas mamaTKOBBIMI OyTa/IbKaMi ajliyKaBara Iii KyKypys3Hara ajiero,
y 3ajJeXHacIll aj, Taro, 3BApTajlics SHbI [a iTaJbgHCKan Il
iHgpiickam KyxHi. Tam ObUIl He3/Ii4OHBIS ITAKYHKiI MaKapOHHBIX
BbIpabay yceMardeIMbIX IlamMepay i Kojiepay, MSIIISUKi 3 pbIcaMm
OacMaHi, JTaTHbIA KaBaJIKi SSTHALIIHBI 111 Ka3/IA1iHbL 3 MyCyJIbMaHCKall
MsicHOM y Havimapkelle, pasp33aHbld i 3aMapokaHbld § OsSCKOHITBIX
IUIACTBIKAaBBIX aKeTax» (6). AnmoBa I1100bI raTaBalb MyXXy pO3HBIS
IIPbICMaKki &clpb CBeAYaHHeM e aObIsgKaBacii 1 ajgy>KaHacl.
AJIIMeTHa, IITO KaJli MaBeaaMJIAIOLb IIpa JaT3pPMiHOBae 3aKaHYIHHe
PpaMOHTHBIX pa60T, amg4ani, gKi axorvniBae lllykymapa, 3HiTaBaHBI 3

ITlagpabssuenn 11.: Choubey, Asha. Food Metaphor in Jhampa Labhiri’s
Interprete of Maladies. The Literature & Culture of the Indian Subcontinent
(South Asia) in the Postcolonial Web. 2001, —
http:/ /www.scholars.nus.edu.sg/landow/post/india/literature/choubey
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exait: «Ex Obly pacuapasanbl. En 36ipaycst mpbiraTaBarp Kp3BeTKi
migs IlloGer, aje kayii €H palpaycs [Oa Kpawmbl, raTaBallb
pacxatternacst» (20). Bapryymieica 3 mparipl, Iloba ab’syiste, mrro
sgHa BbIpallbUIa XbIIb acoOHa. I Tampl Illykymap mnpbI3Haellla
JKOHIIBI § TBIM, IIITO €H Oaubly ix nmamépsiae A3ins. fIro mpel3HaHHe
Jlae Ha[3el0 Ha KaHdaTKoBae HpbIMipaHHe. [[x. Jlaxipbl 3akaHuBae
araBsilaHHe HaCTyIIHBIMI pagkami: «Ha gsaps Bedap Obly srmrus
LEIIelM, 1 bpaadapabl mmanpipaBat, y3aymbics 3a pyki. Ilakyis
6H Hasipay 3a iMi, ITaKOVi HaIlOYHIyCs 3MpoOKaM, €H IIaBsIpHYVCH.
[IToGa BBHIKITIOUBUIA CBATIIO. SIHa BApHYyJacs J1a CTajla i cejla, IIpas
HeKaTOophl 4ac lllykymap manyuslycs fa se. SIHbI Ivlakasll pa3aM Hap,
TBIM, IIpa IITO 3apas3 Befasi» (22).

Hpyroe amasamanHe «Kami wMicrap Ilipsaga npbixomsiy
Bauspaub» (When Mpr. Pirzada Came to Dine) pa3BiBae TaMy
HalpIIHAJIbHAM TICTOPBI. Y TIIaWaTKy amnaBAgaHHS »akIagHa
nasHavaelna vac - 1971 rom, Kami BbIpamaycs TicTapblYHBL JIEC
Haxapa, sxi Tagpl Obly yacTkam [lakicTaHa i 3Maraycs 3a ayTaHOMIIO.
Micrap Ilip3ama, makicraHell I1aBOAJIe IIaxOPKaHHs, TaKcaMa
sragsae vacel [lagseny (Partition) ingycay i mycyibmaH. 'aBopka
in3e mpa 1947 rox, Kasti y BIHIKY agMoBBI Bstikavi bperranii am caix
1paBoy Ha IHapIO ObUII aJfHavacoBa CTBOpPAHBI A3spKaBbl [HIBIA i
[Taxictan. Amnommi Biup-kapoias IHneli MayHTOaT3H IIpBIHAY
pamsHHe 11pa Ilagsen maraTysie ag3iHan KpaiHbl Ha [O3Be 4acTKi —
iHayicKyto i MycysbMaHcKyto. I1a3ert anbObiBaycs maBojle IpocTara
ITPBIHIIBIIIA: ITpaBiHIIBI 3  IHepaBaXHa My CYyJIbMaHCKIM
HaceJIbHITBaM aabIxonsim aa Ilakicrana, 3 iHmyickiM, agliaBefgHa,
na Isppri. Mictap Ilipsama i 6arpka JIitii — abozsa 3 benratii, aste 3
po3HBIX de dactak. 3 1947 ma 1971 rom VYcxommsas benramia
yBaxonsila y cwiang IlakictaHa. 26 cakasika 1971 roma Obula
aOBelluaHa sie He3asle)XHACIIb i CTBOpaHa J13sipkaBa baHramsimr ca
craiminan y /dakapel. MeHasiTa 3a I'STBIMI ITaj3esiMi codallb repoi
anaeanaHHg. | TyT BigaBouHa poO3Hae YCIPBIHALILE TiCTOPBI
po3HBbIMI ITakasieHHsAMI. Ponsigel JIutii TicTOpBIAN Jlidalb TiCTOPBIIO
[nppl, asifnkara KaHTbIHeTa Hawmepil. barpka n3iBilina, IITo Aro
JlayKa HaHAag He Mae npa Ilagsen. JIunig X y 1mkoste, 3pasymerna,
BbIByuae Tricropeno 3iydanbix Ilraray. IlakasasbHBI ¥ I'STBIX
aJJHOCiHax HacTyIHBI 3mizof. JIitig i ge cabpoyka [opa maBiHHBI
IagpeIXTaBallb [aKiIazl, ITPBICBeYaHbl aMepPbIKaHCKall P3BaIfOLIbIL.
Aste Hasiparoubl 3a ThIM, fK oilbHa MicTap [lip3aga i e cam'a
codanp 3a mansesami V /[lakapbl, [A3sgydblHKa ajdyBae CBaro

51



JajlydaHacIllb He TOJIBKI Ja paA3iMbl, ajle 1 Ja ycaro Taro, IITo 3 én
3Bsa3aHa. Tamy IlakictaH y mamseHyro XBUIIHY se IliKaBillb 3Ha4yHa
OosIblIL, YBIM aMepBbIKaHCKae MiHyJIae:

«MpI xyTKa agmrykanti ix (kairi - I'. B.), 1 cesi 3a Hi3Ki KpyIJIbl
CTOJIIK pabillk HaTaTKi. Ajle 51 He Marjla 3acsipopsiiia. sl BapHysacs
Jla CBeTJIBIX ApayJIsiHBIX Iajlivak, Jia CeKIIbl, /13e 3ayBakbUla HaLIIiC
“Asig”. 51 Gaubvia kHiri npa Kirtan, Isgerro, [Hmanasio, Kaparo.
Ypamte, g 3Hanwia KHiry 3 Hassan “Ilakicran: kpaiHa i e Hapox, .
7l cerma Ha y1ayKy 1 agKpbUIa KHIry... I madasa rapraib CTapOHKI 3
dpaTakapTKaMi pauak i peIcaBbIXx HaJI€y 1 JIOA3eM Yy BaviCKOBam
dopme. Tam Obly pasmsen mpa [akap, i g madaja 4slTamp IIpa
KOJIBKACIIb acajkay i BBITBOpYAacHb DKyTy. sl BeIBydasla KapTy
HaceJIbHIIITBa, KaJli ¥ IIpaxo3e 3 sBitacs [opa:

- IITo TBI TyT Ppobim? Micic KenpsiH y 0i0migTanbl. fIHa
IIPBIVIIUIA IPaBePhILlb, IK MBI 3a/IMaeMCs.

s1 3axJI0mHYyIIa KHIrY, 3aHaATa r'yuHa. 3 aBitacs micic KenbsH,
BOoap se napdyMbl HallOYHiy By3Ki Impaxof... JlHa Iarraisena Ha
BOKJIAJIKY, ITacJIst Ha MsHe.

- I'sTa KHira - yacTka TBamro gaxkiamy?

- He, micic KeabsH.

- Tapp! He Oauy caHCY 3BsApTalilia 11a se... » (17).

JIimigg icHye y [A3BIOX KYJIBTYpPHAa-TiCTAPBIYHBIX IIpacToOpax:
Iappr 1 merpan — Asii i AMepsbIki. JKbIIé y HoBan KpaiHe BbIMarae
BefjaHHe se ricropbli. [eHeTpluHas mHamsaIlp IIaTpalye BemaHHS
MiHyJIara cBaix iHABIVICKIX mpopkay. I maTpsba y Takix Bemax
y3HiKae I1a-3a HeaOXOmHACIII0 3/1aBallb  dK3aMeHbl I pa6iub
JaKiIagpl, T3Ta YHYTpaHbI iMIIST.

HactynmHaga ToMma, dKad AOCBHIIbL sACKpaBa akKpaciIiBaella Yy
I3TBIM allaBAaHHI, - HalplIHaIbHaA 1O3HThIYHAcLG. Capop,
TPambILpll, sKis Jiy4anp Micrapa [lipsamy 3 cam'énm imppivickan
n3Ay4ubIHKl JImi, afg iMs gKoM Bs3ella aroBef, 3rajBarolilla
arysjibHacIlb MOBBI, MaHep i acaGHiBacuﬂy HallbIIHaJIbHaM KyXHi:
«Mictap Ilip3aza i Mae Garipki raBapbUIi Ha affHOVI MOBe, CMSISUIICA 3
aJHBIX XXapTay, y OoJIblIarn I1i MeHIIa CTyIeHi BhIIIsgali Hago0OHa.
7IHBI €1l MapblHaBaHbIA MaHIa, KOXKHBI Beuap el pykami pbic. Tax,
AK 1 Mae Oaribki, MicTap Ilip3aga 3mpiMay cBae YapaBiki HepIl, YbIM
yBaviCIll V IIaKOW, >KaBay ceMsl KpoOIy Il CTpaBaBaHHsS, He IIy
aJIKaroJIto, Ha AbICepT MaKay BOCTPHI OiCKBIT ¥ Kybauki 3 rapbarari»
(25). AmicaHHe HalpIIHaJIbHaM KyxHi, $K OaublM, i y TI3TbIM
aTlaBsiZlaHHI a/JpIrpblBae 3Ha4HyIO poiro. KebGab 3 mepakpyuaHara
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MsdCa 3 KapblaHApaM 1 4YaTHI, 3eMJIAHBbIA ap3Xi, YauvaBilpl ca
CMakaHam LIBI6YJI$IT7[, 3sU16Had cpaconﬂ 3  KakKocaM, p516a,
IIpbIraTaBaHasi 3 pasbIHKaMI y érypTaBbIM cOyce, — JajiéKa He IIOYHBI
CITiC CTpaBay, sIKis I1aJarolilla V araBsiIaHHI.

3ragsarousl, gk MicTap [lip3aga i Garpki mistbHa caubUTl 3a
HapiHami 3 [lakapy, Jlinis 3ayBaxae: «HartOosbin 3 Taro wacy #
IamsITaro, IIITO I3THISA TPOe § TOWM Yac icHaBaJli, HiOBI ajiHa icToTa: y
ix ObUIa aryyjpHasl exXa, aryjibHae Ilejla, ary/lbHae MaydaHHe i
aryjbHbl cTpax» (41). IlaBoste ipoHii Kbl I3Tas aryJbHacIlb
IIpasBUIacs MeHaBiTa Tajibl, Kl IHabId paciiadasia BaHy CyIipalib
[TaxicTana. I pasam 3 TbiM, Jliytiss cmpaOye afgrykallb agpo3HeHHe
nmaMik MicrapaM [lip3aga i Oampkami: «3apas, Kasi s JaBeasiacs,
mro micTap Ilipsama He iHAOyc, 4 Nmavdasia IMYbUIbHA BbIBYyYallb, IITO
Aro ycé X Taki poOilp iHmIeM» (31). [I3dyublHKa IIpBIXOA3INE Aa
BBICHOBBI, IIITO HaWIIepIl I'3Ta Sro KilI3HHBI TaJA3iHHIK, gKi MICTIP
ITip3ama 3ayXapl aKkypaTHa Kjlay Ha KaBaBbl CTOJIK, — TFaJ31HHIK, SIKi
Yy aOpo3HeHHI aj HapydHara, IakasBay /JaKapcki wac i ObIy
cBoeacabJ1iBbIM CiMBasIaM JajTyvyaHaclli [1a IaKicTaHcKal csM i

HanpraHanpHast 1i03HTBIYHACL, HalbIAHAJIBHAS TiCTOPBIS,
HavyIe ):Lanyanacui JIa CBaWro Ha-poay, sK Ja yJIacHam caM'i,
TaKiM YbIHAM, KJTIOUaBBISI TOMBI I'ITara arlaBsiIaHHS.

3060pHIK aTpbIMay Ha3BY MaBOJJIe TP3IisAra CBAVIro allaBsIaHHs
«TnymauvasibHik  Hemauay» (Interpreter of Maladies). [IzesHne
anoOemBaenia v Iumer, xymgel cam’ss [lac, swmirpaHTtay y Apyrim
IIaKaJIeHHI, pa3aM 3 [3ellbMi IIpbIA3[DKae HaBedalb popsiday i
MasHaéMila 3 KyJIbTypaml cBaém  IipabalibKayImdbIHBL X
SKCKypcaBozlaM cTaHoBia Micrap Karmaci, siKi KastichIll IiikaBiycs
MHOTIMI eypallericKiMi MoOBaMi, ajie 3apa3 aABOJIbHa TIaBOPBILb
TOJIBKI TIa-aHIVIiVICKYy. [loOpa Bemaroubl MSCLIOBBIS [IbIUIEKTHI, I1a
OymHsIX €H Ipallye IlepaKilaublkaM y JIOKTapa: TJIyMaublllb CKapri
XBOPBIX. [laBemayInpicsd IIpa aCHOVHBI 3aHATaK 3KCKypcaBoza, MicCic
Hac apxpbiBae MmicTapy Kamnaci csiMeriHyIo TasMHILY, CIIaf3er0ubICcs,
IIITO TOW 3[0jIee 3pasyMellb, BbIpaTaBallb aj Ilavdylild BIHBL 1
JariaMoyka Iepaafoiellb CIMeHYI0 aadykaHaclb. Mictap Karmaci i
caM 3ayBakae, IIITO af3iH 3 XJIOIMYbIKay KPBIXY CBATJICVIIIBL 3a
acTaTHiX pa3sneri. Asie €H TOJBKI IepaKIayblK, TIIyMadaJlbHiK
xBapobay, éH Ilepa/jae UyXbls CKapri, ajle He ajiuyBae OesfaHi, sikas
Iayac Ipajarae HaMiX JIFOO3bMi. Ex He Bemae, sk repaagosens
Imavynié aggy’kaHaclll HaBaT 3 yJlacHaV JKOHKaVi, sKas «TaK Majia
IIIaHye Aro IIpally IepaxKiIagdblka.. Kaji Tosbki sgHa sragBajia fAro
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Iacajly, TO HasblBaJla My>ka “acicTaHTaMm JoKTapa”, HiObITa IIpariac
iHTOpripaTanbli HagoOHBI Ja Hedara KIOTQJITY — BBIMSPIHHS
TAOMITepaTypsl 11i 3aMeHBI cyaHa» (53). I Bock micic ac, sikas Tak
ITYblpa 3allikaBUlacss 4ro 300JIbHACIIO  TJIIyMaublllb HeMadybl,
3HaXON3ilb  SrOHYIO  Ipally  IHTOJIeKTyaJlbHam 1 HaBsaT
«paMaHTBIUHA», IAfKpaciliBae, WITO MafoOHas IIpalla «BsUliKas
aJKasHacllb» y TOM 4Yac, K caM Mictap Kamaci pasmiamae se gk
3aHdAIaZ CBaél JIIHIBICTBIYHAM Kap'epbl 1 JHYBbIIb «cCIpaBan
HAYO3dA9Har». ['epowt I1aybiHae Mapblllb IIpa pPaMaHTBIYHbBLA
agHociHBI 3 Micic [lac, mpa Toe, 1ITo Oym3e Jricrasaria 3 €. Y siro
y3Hikae Haj3es, LITO ypalllle aayHsAs Mapa «of serving as an
interpreter between nations» (ciyXbllp IlepakilagyblKaM IIaMiX
Harpisivi) (59) Oyzse axpiéyneHa. EH amryksae mmMat arysibHara
¥ cBaim nwmobe i csamertHbIM Kbt Micic [lac: «ErH passaxay, a mro
KaJTi i micTap i micic [lac ObUTi HAYAana napar — 5K i SHbI 3 )XOHKaL.
MarubimMa, i ¥ ix Takcama ObUIO Majla aryjpbHara, akKpamsi TPOX
A3sLeVi 1 g3ecaTKa rafgoy, HpaXbIThIX pasaM. IIpeIKMeTsI TaMy, dKist
éH poOpa Bemay ma VJlacHBIM IIDIOOe, OBUIL TyT - CHpIUKi,
aObIsiKaBacllb, ITpalidriae MaydaHHe» (53). HamoyneHast Haromawi,
HACHpayI KaHbIMI Hafi3esMi, CMepIIIO CbIHA paIbHACIb 3MSHseIIa
cBeTaM  JIETYILIEHH:Y, TaKom IIpbIBaOHa IIepCIreKThIBal
HapMaJIbHBIX 4YajlaBedblX afHOociHay. AJjle VX0 Toe, K TIepoi
aOMeHbBBalOIllla KaHTaKTHaM iHdapMalbdl, sipKa aJIlocTpoyBae ix
PO3HBIA IAOBIXOOBI 1A JKBIIII 1 po6iub IX pasbIXof, BiTaBOYHBIM
3ag0yra da dpiHajlbHara ckasa anasgagaHHs. Micic [lac mapgana
«KaBaJlaK Iamepsl, sKi sHa IIacmelvliBa ajapBajia aj CTapOHKI
CBaVro KiHa4acoIliCcy», Ha gKiM éH Hallicay CBOV «aJpac aKypaTHbIMI
3pasyMesibIMi JiiTapami» (JiTapaibHa: in clear careful letters (55),
I1ac/Id gHa KiHysla narnepky y rapmigap (jumble) cBaén TopOBbL.
ApncyTHaclb agduyBaHHS JajlydaHacIli Ja dYaro-HeOyasp -
CyHOJIbHACLI, KpaiHbl, cgaM’'i, iHIIara 4YajlaBeKa; HeMardbIMacIlb
pacTIIyMadublllb UYyXKbIg Oedpl i HemMaubl - MaricTpajibHas Ti3Ma
300pHiKka. 3ayBaXXbIM, IIITO y aHIJIiVICKall MOBe cjIoBa malady a3Havae
He TOJIBKI XBapoOy, HeMady Ifesla, ajie i ayxy, cBsgoMactii. I yxo He
Micrap Kamaci BpICTyIIae TiymMadalbHIKaM HeMaday, ajie cama
[xamria Jlaxipel cTBapae ISIp3CTyIO HaJITPYy 4YajlaBeUbIX HATO]I,
IIMaTIIiKix cropobay 1 HemardsIMacli [JacsTHYLb AyIIsyHam
payHaBari, Takix p3Kix BbIIIajiKay y3aeMapasyMeHH:d 1 csMerHau
rapMoHii. IHTapIIpaTanpld 4yXbIX OyMak, CIIal3sBaHHAY, Mapay -
11pabsieMa, 3 SIKOV y TOVI 11i iHIIIall CTyIIeHi CyThIKAOIIIa IIPaKThIYHa
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yce mepcaHaxbl 300pHiKa. [HTsprpaTaiiplsi ratas, Ha Xajb, Tak
pa0Ka ObIBae yoasarn. Hasart TOW, Karo Ha3bIBaroOIIlb mﬂyMaHaAbHiKaM
Hemauay/, HigKaBee Iepaj, HeaOXOMHACIIO TIYMayblllb YajlaBedblsd
VUBIHKI, SIKisl HACY1Ib TaKisl )KaXJIiBbIsA ITaKyThI CyMJICHHS:

«- I mparty nmpabausHHs, Micic [lac, ajie yamy BbI HaBeJaMisli
MHe raTa? - craeltay Mictap Karraci, Kasi siHa ypaliiile cribIHUIacA i
3HOY IIaBAPHYJIACA J1a SAT0 TBapaM.

- boram masrro, He Ha3bIBarIle MsgHe Micic Jlac. MHe nBarniaib
BoceM rof. Y Bac, 113yHa, A3e11i Mairo y3pocry.

- He 3ycim. - Mictapa Karraci yexsasisgBasia, IITO sHa J1ajyvae
Ar0 J1a KaTaropel Oarpkoy. Ilauyimé ma se, sikoe 3Myllajia sro
IIsAA3ella y JIIOCTIpKa 3afHATa Bily, HaKyJIb SAHbBI exasll, claKBasId
paccevBajIacs.

— J packasaiia Bam, marounl Ha yBase Bamr TasieHT, - He
3aKpbIBAIOYB], sHa KiHyJIa IaKyHaK 3 pbicaM § TOpOy.

— 41 Bac ne pasymero.

— Xiba rata He BigaBouHa? Sl BoceM rop HIKOMYy He Marjla
BbIKasalllla, Hi cs0pam, i yXo, mdyHa, He Pamxy. EH HaBar He
Jarryckae Takora. Jlymae, mro s ma-paHeminamy Aro Kaxaro. I Bam
HsIMa Yaro MHe cKa3allb?

— Ilpa mro?

— Ilpa Toe, mTo a Bam TOsbKi mrTo masegamita. IIpa maro
TasMHIiIly, 1 IIpa Toe, #Ki IpDKap IsTa g MaHe. MHe IsDKka
IJIAa3ens Ha a3saneri, Ha Pampka, 3ayXobl 1spKKa. [ v MsHe XKaxiTiBbia
HaMmepsbl, MmicTop Kamaci, BbIKigBamp p34bl HOp34. AJHOVMYBL o
IIpartysia BLIKIHYIIb Y aKHO YC€, IIITO Malo — TaJIeBisap, A34d1ie, ycé.
Bbl He mymaelie, 1ITO T3Ta He3mapoBa?

En mMayuay.

— Micrap Kamnaci, HAy>X0 BaM HsIMa 4aro ckasaub? 4 mymaia,
rata Bammag mparia.

— Mas nipania TypricTay Basilb, Mmicic [ac.

— b1 He rotag! S mpa Bamyro immyro mpary. Y saxacri
TJIyMava, lHepaklaa4bIKa.

— AJte TaMDK Hami HsMa MOYHam IIepalllkKo[bl, IIITO XX MHe
repaxiiajgamns?

— 41 He pa rata. Inaki g 6 He packasasza Bam. Hayxo Bel e
pasyMeelle, IITO [JI1 MsHe 3Ha4bllb I'9Tasl CIIOBE3b?

— I 1To sTHa 3HAYBIIE?

— I'sTa 3HayBIIb, IITO S CTaMlacd apj, rarara 3aycéaHara
1spkapy. Bocem rop, mictap Kamaci, BoceM rop HacreiHHara 6ostto. 1
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crlafssgBajlacd, IOTO Bl [mamamoxalie MHe, Jacié Iapamy,
aJIlIIyKaerlle HevKi Cpofaxk...

En IJISI3eY Ha sie: )KaHYbIHa Y KjleTdyaTau CITQIHIITHI 1 6Hy3HbI 3
TPpyCKasIKay, €1 414> HsAMa TpbIllalli, sHa He Kaxae MyXa, He
O0IIIp [3si11e11, HaBaT XBIIIE i Toe He yoOirb. fle mprI3HaHHE
HpbIrHATaIa Aro... Mictap Kanaci aguysay cs10e abpakaHbIM: yaMy
raTa Micic Jlac BeIpalibuia 3MyCillb SITO TJIYMAa4bIllb si€ TPBIBLSUIBHBI
MaJleHbKi cakpaT? flHa Takasd HemajgoOHas [a MallbleHTay YV
KabiHelle JOKTapa, y ThIX BOYBl HAIlOYHEHBI ajdaeM, OO SHBI He
MOTI'yIlb HapMaJIbHa CIiallb, 1Ii JIbIXallb, Il MavblIilia, 1 Ja ycaro, He
MOT'yLlb CJIOBaMi pacTIyMadblllb IMaKyThl cBae. I ycé X Taki MicTap
Kamaci mycimp xo1p HeubIM ganamMarysl Micic lac. Maxiia, Tp36a
Iapaine € IIpepI3HALla Ba VCIM MyXy, IIaTIyMayblllb, IIITO
CywIeHHacp - Jlemmasd crpararia. CywileHHae NpbI3HaHHe,
OsiccripsuHa, 3MEHIIBIIIb sle MakKyThl. MoO)XHa HaBaT IIparaHaBallb
OBIITb TIACAPIIMHIKAM TPl pasMoBe. EH BBIpalibly, IITO Mavarb
Tp30a 3 HamOOJIBII BigaBouHara, Kab Itacisd agpasy IHepavicli Aa
CYTHACIIi CIIpaBhbl, 1 TaMy €H CIbITay:

— Bam campaynbr Oamoua, Micic Jlac, mi BbI makyTyelle aji
IIavyLLIs BIHBI?

JlHa  TaBdpHYyJlacd Ja  Aro, akiHysja  37IbIM - HO3IpKaM.
[lepammsukaHbld ~ rapybldHBIM — MacjlaM — py’XaBaTbId  BYCHBI
IpBIaJIKPBUIiCS, OBIIIIIaM gHaA Xallejla IITOCBIIl CKa3allb, ajle TYT sie
BOUBI HAITOYHUTICS yCBeamMyleHHe Hedara. SIHa criiHitacst. EH Gbry
pacLicHYTBI, €éH pa3yMey, IIITO 3apa3 He 3ac/IyroyBae HaBaT aOpa3bl.
JlHa  pacublHUIa [I3Bepbl MallbIHBI 1 XyTKa pylibUla IIa
CIISDKBIHIIBD (65-66).

Cam’s [dac y Ianpli ToNbKi TypbICTHL SIHBI He adyBarolb cside
JacTKam raTalt 3awi. SIHBI «IHT3PIPITYIONb» KpaiHy Ha CBOU
aMepBIKaHCKI JIazl, CBIXOA34Ybl 3 Hasilipll aMepbIKaHCKal KyJIBTYPBI,
KapbICTaloubicd BblmanseHblM y 3IIA pasemHikaM 3 Hajmicam
«IHpprst». lac ycnpbIMae HaBaKOJIBHYIO p34aicHaclb Mpas IIKIO
cBaiiro poraarapara, acadiiiBa He aJdyBaoubl JaJIydaHaclli f1a Taro,
mro éH Oaupmie. Kamepa - r13Ta aTpelOyT TyphIcTa, SHAa
ITa/IKp3CiliBae ABICTAHIIBIO HaMiX dpaTorpadam i mpagmeram. Hasat
3JapokaHbl YaslaBeK y IifopOaHe I MicTapa [laca He OosbIn SK
9K30TBhIKa: «...MicTap [ac cdartarpadasay Oocara uasiaBeka, rajiaBa
AKora Opula abKkpyuaHa OpydHBIM IfopOaHaMm. YaaBek csyzey Ha
BApXy dypMaHKi, 3aBajieHalt MsaxaMi 3epHs. [lapa Banoy nmgarmysia
dypmarky. I wastaBex 1 BaIbl ObuTi sHAnyXaHbld. Ha 3agHiMm
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cs3eHHI Micic [lac mpas3 iHImae ImKiIo y3ipasacs Ha HeOa, ITa SIKiM
IIparuIbIBasli IIPa3pbICThISA a0JIOKi, abraHsaroYs! afHO ajgHaro» (49-50).
ITatpamiymer ¥ Xopam Conila, mictap [lac 49bITae, INTO a3sHadae
KaJISICHINA: «IIBIKJI CTBAPOHHS, 3aXaBaHHA 1 JacArHeHHs plajli3allbll,
acaHcaBaHHs» (57). Hacarayup Paasmizarieli, acoHcaBallb CiTyallbIo
6H He 3I0JTbHBL EH apBbIHYTBL aJl 3sIMJIi i MOBBI OallbKOY, ajl Taro,
IIITO campayapl agbOblBaelllia 3 Sro cam €. En iHmasemerr, éu
uyKaHilla. I'sta mapgkpsciiiBaella afgpo3HeHHEM Y a3eHHi,
MaHepax: «Kai €H HasBay cs0e, MicTap Kamaci cxiay masioHi ¥
IIpBIBITaHHI, ajie micTop Jlac marficHyy pyki, sSIK aMepbIKaHell, Tak
AdyXa, LITO I3THI IIOLICK agjaycd V JIokii mictapa Kamaci» (44).
Hagar xami micrap Hac i mictsp Kamaci rasopailb Ha-aHIJICKY,
aflleHHi, gKid sSHbl YKIagalollb Y CIOBBL Y iX PO3HBIAL IPaKibra
MicTapa [laca Ha ThIsL cKapOBbl, sKist €éH Oaublp y Xopame CoHIla,
3MsIITYaeliia ¥ KapoTkiM cjiose “neat”, sikoe Mae IIspar 3HaUYSHHSY:
aJIMBICJIOBBI; BBbITaHYaHBIL, SAPKi; Ma-MacTallKy, JoOpa 3poOsieHbl;
IIpBIIATHBL, TOe, IITO Tp30a; akypaTHsI i iHmL: «Mictap Kamaci He
Obly yII3yHeHBI JaKilaJlHa, IIITO a3Havae I'3Tae CJIoBa, ajle ¥ Aro ObUIo
aguyBaHHe, IITO I3Ta ObIy IIpblIaTHB angkas» (59). 300pHiK
k. Jlaxippl - He TOJBKI IMKHEHHe pacTIyMadblllb CKJIaJaHbLI
CTaCyHKIi IIaMiX JIIO[3bMi, ajle i crpoOa I1akasallb y3aeMaj3esiHHe
po3HBIX KyJbTyp. TakimM ubHaMm, mpalseMa iHTpHpATalBi,
IepaxyIazly 3HaxO3illb 41143 aHO CcBaé ajIIocTpaBaHHe: IIepakilaf,
He TOJIbKI 3 MOBBI Ha MOBY, ajIe 3 KyJIbTYPbI Ha KYJIbTYpY.

AcHoyHag inps amassmanHS «Y Micic CoHe» (Mrs. Sen’s) -
I1aKasallb HaKOJIbKI pO3Hae YCIIPBIHAIIIe CYIIO/JIbHACII 1 IIphIBaTHara
KBIIL y IHOBIICKIM 1 aMephIKaHCKIM IpaMajcTse. /[I3esdnne
anopiBaeriia v 3iryuaneix [ltaTtax. Micic CaHc - )xoHKa ITpadecapa
MaT>MaTblKi - He MoOXa IPBIHAL Jlady XbIILd se HoBaml
OarpkayurabIHbL. SlHa cyMye ma csaM’i § Kaibkylle, ma cycemssx i
aT9yBaHHIO CyIIOJIbHACLII, BsUTiKam csIM 1, dKOe Hallpa4 a/ICyTHidae y
aMepbIKaHCKam  KYJIbTYPBL Je aj3iHas ~ KaMIIaHis -
IBaHAIIIIAIITaIOBBI XJIOITYBIK DJIiST, afl iMs SIKOra Bs3elllla alloBell.
[Takombki Micic C3HC TOJIBKI BydYbIIlla Basilb MalllbIHYy, CBae
abaBs3Ki I'yBepHaHTKi sfiHa BBIKOHBae Ha famy. Ilacis mikosel ga
IIpBIe3Ay Malli DymigaT mpaBosine y Micic Cone. [IpakTeaHa KOXHBI
n3eHb Micic C3HC rarye HelllTa cMa4Hae, Kab MavyacTtasallp OIisiTa i
aro Mari. [ITom3éHHBI, IMMaTraAg3iHHBL PBITyal IIpbITaTaBaHHS
PBIOBI HiTye IHIBIVICKYIO XaHYbIHY 3 OallbKayII4blHa, IIPBbIYbIM IS
raTaBaHHs sHa BbIOipae TOJIBKi CBEXYIO PBIOY, 3a SIKOV CITeIIbIsUIbHA
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e3n3inp y Kpamy. Ilaesgka y rpaManckiM TpaHcoaplie sImgs pas
IagKpaciaiBae aguyXaHacupb Micic CsHc af HoOBam rpamagibl. Y
ayToOyce 3Haxof3illlla TOJIBKI HeKaJIbKi IacaxwIpay. Hemanamas
KaHYbIHA 3BspTae yBary Ha IIaKyHak 3 pbIOar, ajl sKora IigrHellla
HeBsUIIKI KpbIBaBbl LIypoK: «KipoBel naBspHyy rajiasy i 3ipHyy Ha
micic CaHc:

- IIITo y makyHKy?

Micic CaHc crry>kaHa y3HsJIa BOYBL.

- l'aBopeilie ma-aHMINICKYy? - AyTOOyC 3HOY Mavay pyxaria, i
Kiposer 3apa3 mraa3ey Ha Micic CaHc 1 DrtisTa 1mpas JIocTpa 3aHsAra
Bifly.

- Tax, raBapy.

- Tagpl, mITO ¥ MaKyHKY ?

- Pr10a, - agkasasa micic CaHc.

- [Tagobna ma Taro, mTo sie max TypOye iHIIBIX ITacakbIpay.

J3eTKa, MoXka O TBI pacubIHiy BaKHO 11i IITO?» (132-133).

AMepbIKaHCKas MazIdjIb IIaBOA3iHAY, AK I'3Ta ajyIiocTpaBaHa y
JIx. JTaxipel, a3Havae maribIOIeHacIlb y CBOV iHABIBiIyaJIbHBI CBET,
BOHApPHL, T'yKi, SMOLIBI SKOra He CyfJaKpaHaloIla 3 >KbIIIIEM iHIITBIX
mopsent. Micic CaHc He mpeIMae TakoW CiTyanpli. slHa 3rajBae 4achl
riepa/, BsicejuleM y IHIpI, Kasli >KaHUYbIHBI 3 YCél1 aKpyri 30ipastics
raTaBallb CBATOYHBIA CTpaBbL «bbUIO HemaruelMa 3acHyIb ThIMI
Beuapami, ciIyxatoubl ix OasiOaraio» (115). JIromsi y AMepbiiipl
ragaromiia Micic CoH HacTOJIbKI TArIbIONIeHBIMI ¥ cBae KIIOIMATHI,
IITO Ha IbITaella Digra: «Kai g parnram 3apas IayHy Kpblyallb
Ha TOVHYIO MOIl, XTO-HeOym3p mpemiaze?... “MarubiMa... SIHBI
MOIyLp HaTledaHaBallb BaM.. Ajle sgHBI MOTYIIb ITacKapcAsilllia,
IIITO BBI 3aHaATa mrymire”» (116-117). Byuausicsa Bajg3ils MalibiHY,
Micic CaHc afg3Hadae: «Yce IaThIA JIIOA31 3aHajTa MHarjIbIOJIEHbId §
CBOWI cBeT» (JiiTapasibHa: Everyone, these people, too much in their world)
(121). Hdoceen amuyBaHHs csiOe WyKaHilayi, iHIIIa3emIllaMm, Tyra IIa
OaribKayIrubIHe, i3ajIsiBaHACIIb af] CBETY, V SIKiM JKbIBEIl, — I3Ta
Ia4vy1ILli, sIKis Ilepa’kbIBarollb yce repoi 300pHika.

JI. JIaxipbl ae BapbIAHTHI THIIIOBA 1HABIVICKAV CYIIOJIBHACIIL §
nByx anabanaHHAX: «CarpaynHel napase» (A Real Durwan) i «JIexi
mia  bidi  Xammmap» (The Treatment of Bibi Haldar), y sKix
MaricrpasibHam Ha-paHeamy 3acTaeriia JbIXaTaMis
HAYBaXJIBACIll 1 KIonaTy. ANaBsIaHHI agpO3HiBaroIlla He TOJIbKI
TBIM, IITO JI3esiHHe ix ajObiBaelilia y Iumer. Msngeriiia MaHepa
anoseny. X Jlaxipel He BBIKAPBICTOYBae TPabILIBIVIHBL JJIsT 1HIIIBIX
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allaBsiZlaHHSY aroBel ajl TpaLs ajipbo mepiiant acoObl, IITO
JasBajsUla Ilepajallb YHYTpaHbl CBeT Teposy, Ilakasallb ix
HSBBIKQ3aHbIA OyMKI 1 criag3sBaHHi. IlaTaeMHbI XagaHHI, ITyMKi
Bypel Ma i bi6i Xasibap 3acraroiiia cxaBaHbIMi aji YblTaya, IITO 3
ajgHaro OOKy, HajJjae ajlerapblyHae rydaHHe BoOpasaMm, a 3 Jpyrora,
IaBsUliyBae POoJIo CYIIOJIbHACIH § TBOPax.

Bypsl Ma - GexxaHka, sikas V BeIHiKY [lag3ery crpariiia csaM'to
i 3apa3 XbIBe Ha JIecBillbl § agHbIM 3 OyapHKay y Kamekyne. Kai
4YplTa4 YIHEPIIbIHIO CyCcTpaKaella 3 €, repaiHs 3aHdTas IIOLIyKaMm
Ky3ypak y cBaéyi cTapaHbKay KOVApHL SlHa TaKcamMa cTapaHHa
1pbIOipae J1ecBilly i coublllp, Kad OyabIHaK He HaBe[Basli Yy >KbIHIIBL.
Kbixappl ycsUIgKiM  4YblHaM MaATPbBIMIIIBaNOILL g€ iCHaBaHHe 1
IIPBI3BbIUALTICA  JIYBIIL  sle  MSCIOBBIM  Hapiibe  (durwan).
HasayBon3iHbl, sKisg agObIBaolilia ¥ AoMe, IIaroHs 3a HaBaMOJHbBIM
aOcTajIsiBaHHEM IIPBIMYIIAIOLb XXbIXapoy 3a0biip Ipa bypsr Ma. Ha
JIECBILIBI TTaCTaHHA TayKyIllla HATOYIIbI CAMBIX PO3HBIX JIIOA3eVI, IKisd
HeIllTa JIaJ3sllb ajlb00 IIPBIXOM34llb IIarjIsg/3ellb Ha HOBae
aOcrassiBaHHe, IIITO pobire npaity bypsl Ma mapamuart. JKanusiHa
yXXo Oospll He IIpbIOipae, Oafsselllia Ila HaBaKoOJUI, IaybIHae
Tpallillb TPOIIBI, fKig TaK alrvajpKala i, ypaliile, Iasdayiiseriia
CBalir'0 rajioyHara ckapOy, sKi 3Bs3Bay repaiHIO 3 sde 3aMOXXHBIM
MiHYJIBIM, 3 e csaM €. la ycsro, naiigsryinel, mro bypsr Ma He
crpayidelilia 3 abaBs3kami Iapiibe, sie IIpOCTa BBIKiZBArOIlb Ha
Byyiny: «l Tampl XXbIXapbl BBIIBBIPHYJI s€ BSAPO 1 aHyuybl, se
TPBICIIEBYIO MSIIIEIIKY 3 JICBIIIbI, Y3O0V>K CKPBIHSY IS IIOIITHI, IIpas3s
paccoyHyio OpaMy, Ha ajiero. 3aThIM SIHBI BBHIIIBBIPHYJI i Bypsr Ma.
Yce Obuli amaHTaHBIA KaJaHHeM afIlIyKallb callpayHara
rapupe» (82).

HerartpryHas arpHka cyrnonsHacIli v anassgasHi «CarrpayaHel
napiibe» 30aJlaHcaBaHa CTAaHOYYBIM I1aKa3aM I'paMajibl y arlaBsdaHHI
«Jlexi ma bibi Xamap». 30asaHcaBaHaclp - 3Ha4yHas pbica I
ycopbeiHaig  30opHika [Dk. Jlaxippl K IIBIKJIa  allaBsaHHSY.
MyxniHa 3apanma y anaBgamaHHi «Cakci» Kaparoe ca HUTIOOHam
sgpapmart micic lac 3 anaBspaHad «TilymadanbHIK HeMaday», Tyra I1a
noMy wmicic CaHc i ge HenpeiHALIle KyiapTypbl 3IIA cyamrHocita ca
sgostbHacIo Mari Jlini (am. «Kami wicrap Ilipsama mpbixopsiy
Bausparb») i Mambel (am.  «Tpami 1 amommHi  KaHTBIHEHT»)
IIpPBICTAcOyBalllla [a HOBBIX pdoatini. TakiM 4YblHaM, allaBagaHHI
300pHiKa IIi HaBaT acOOHBIS 3IIi30[Ibl, YCTYyIIAIOIb Yy CBOeacalJIiBbl
IBISUIOT IIaMiX caOov1.
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Y amaBsmanHi «Jlexi misg bidi Xanmmap» ammrocTpaBaHast
3aKIalioyaHaclb cynosibHachi Jjiécam biGi Xammap - wmamagom
I3sTyUBbIHBI, sIKas XBapae Ha smilercito. [Tagpabsa3Ha nepaaricropols
CTBaApoHH4 I3Tara amaBgaHHSA [ajaeliia V iHTApe’I0 ayrapa Pif
Magazine!. [1x. Jlaxipbl cussipipKae, IITO se ITIiICbMeHHIIKas TAXHiKa
y ISTBIM alaBsfaHHI y MHOIIX agHOcCiHax 3amasbldaHa Y TBOPBI
Y. @onkuepa «Pyxa mig Owini», y DpblBaTHACIi, arloBen af,
nepirart acoObl MHOXHara Jiiky. IlicbMeHHilla arricBae cBamro
amaBsiflajibHiKa 4K TPyNy >KaHYbIH Oe3 IIYHBIX acalOiiBaciigy.
MHOXHBIM JIiKaM aKIPHTYelllla poJjIsd CYHOJIbHACIl ¥ TBOPBL Ycd
CyHoOJIbHACLIb 3allikaysleHas, ka0 apmrykarp Jieki mis bibi:
«bosplnyo wacTKy cBaviro gBaliliallifi3eBsliiirajgoBara bl bibi
Xasgap makyTBasia aj XBapoObl, siKasg 30iBajla 3 MaHTAIBIKY CSIM IO,
csi0poy, cBsATapoy, XipaMaHTay, BeKaByX, JleKapay KalllTOYHbIMi
KaMsHaMi, TIpapokay i mypHay» (158). Cityaupis MsHselllla, Kasi
Iamipae Oallbka [A34y4YblHBL, i gHa BbIMYIIaHas XXBIIb 3 CAM €U
Ky33Ha. 3apa3 [3dy4dblHa MapblIllb IIpa Toe, Kab BBIVICII 3aMyX. AJle
XTO HacBaTaenua na xsoparn? Cycensi nacrassHHa HaraJsarolb, IIITO
bibi Moxa 3BApHyLIla Oa ix Ia JioOylo garmamMory. Ajle IaHaubl
A3Ay4YbIHA 3acTaelllla agHa, 1 Ypallne MACT3YKa AaBefdBaellla, IIITo
dHa IDKapHad. I'sTad maasess IIpBIBOA3ILG [a 3HAYHBIX 3MeH Y
xpii bibi Xarmap: sHa agaysae cs10e 3maposait i Hey3abase pobillb
AOCHILb yAalylo Kap'epy. AIMeTHa, IITO TasMHilla IsDKapHacLi
3acTaelila Y TBOPhI He BBIKPBITA. Hsarnenssusl Ha TO€, ITITO ayTap
IpaliaHye HeKaJIbKi BapbIssHTay, 3acTaelllla HeBBICBeTJIEHBIM, XTO
Oarbka m3irran, ObUIO I'aTa 3JIaUYbIHCTBAM cympaip bibi i se
acabicTeIM parrsHHeM. K. Jlaxipel § 4aprossl pas fasBajise UblTauy
caMOMYy aAIIyKallb pasragky.

[TamoOHBI IIPBEIEM BBIKApBICTaHBI V allaBsiflaHHi «biiaciiaBéHbl
nom» (The Blessed House). Inpycel Canmkbely i siro >koHKa TBiHKII
(twinkle ma-aHTIIICKY MiprarieHHe, 339HHe, OJI51CK) epas3kKalolp Y
HOBBI IOM, J[3e aj OBUIBIX TacHajapoy Vy BsUIikall KOJIbKacIli
3axaBaJlics IIpaJMeThl XpbICLisHCKara KyJbTy. TBiHKI He OaubIllb
aHisKix mepamkoy, kab a3mabrrsis iMi 1oM. CaHIKBIY JIIYBIIb, IIITO
I'3Ta He cTacyellia 3 iX IHayicKiMi BepaBaHHAMI. Y pa11irie Ha BBIIIKax
Teinkn ammryksae Oroct Icyca. HampyxaHacup mamix cympyrami

ITn: Interview with Arun Aguiar, Pif Magazine 28 (2000):
http:/ /www.pifmagazine.com/vol28/i_agiu.shtml
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pactie. CaHKBIY DISA3iIb Ha OIOCT 3 HACTYIHBIMI IadyIIsgmi «EH
HeHaBi/[3ey 4ro Os3MeXxHacllb 1 0Oe3gakopHacIlp, BBIKIIOYHYIO
3HEeIITHACIIb 1 Sro OdCCIPIYHYIO KallITOYHACIIb. En HeHaBil3ey £ro,
TamMy INTO €H 651}7 y §ro aoMe, IITO €H 3apa3 HaJIeXBbIy sIMY. \Y
aZlpO3HEeHHI a1 IHIIIBIX p34ay, SKid SHbI 3HAXOA3UIl, I3Tasd 3MsAIIdasla
rOfHaClb, ypaubICTacllb, NpPBITaXXOCIb HaBaT. AJjle [Ja Adro
3[31yJIeHHs, yce I3ThIA SKaclll IIPbIMyINalli HeHaBiA3elb sie SIrdd
Oospir. Bospll 3a ycé €H HeHaBin3ey sde, TaMmy IITO, €H Beray,
TBinki sHA Tagabaracs» (157).

AnaBdnaHHe 3aKaHuBaelllla crpHav, Kaai CaHIDKbIy Hsce
cp30HbI OrocT XpbIcTa, Kab IIacTaBillp Sro y racuéyHi, K Taro
Iajgakasla >KOHKa. DIi3od MoXa Obly pacTilyMadaHbl [OBaska: gK
aTIoOIIHI aKT, siKi 334avicHsie CaHIKbIY, Kab Ha pa3BiTaHHe Jarai3iib
KOHLIBL, aJIb0O $IK aKT $Sro IPBIMIP3HHSA Ja Taro MagbIxody Aa
KBILII, sIKI Mae TBiHKI. YbITad caM MoOXa IagyMalb ITYaciIiBbl
aIp00 IpaMaTbIuHBL (PiHaJI, K I3Ta, Jap34bl, éH MOr 3pabilb i y
JlaubIHEeHHI /J1a anaBAnaHHA «HacoBast cripaBa».

Y amaBsamanHi «Tpami i anomHi KaHTIHeHT» (The Third and
Final Continent) repovt ¢pakTbruHa nayTapae nuisax cam’i [bx. Jlaxipsl
3 Impgeni ¢ Bamikyto bperramito 1 3iyuvanbi  ITarthr
ApamnaraBayIubicd Ja OKBIIIE Ha TpPOX KaHTBIHEHTax, TIepoi
IIacIsIXOBa 3axOyBalollb CBAl0 HAUBIIHAJIBHYIO 1A3HTBHIYHACI.
ArmioniHsle anaBsilaHHe LIBIKJIa 3 siyJIseliila cBoeacalsIiBbIM JIFOCTPaM
nepurara. Kasii y meprisiM magagseHa csM'si Ha MSDKbL CBAVITO
pacriazly, TO allolIHse — I'3Ta IICTOPBIA BLUKbIBAHHS arlaBsiiabHIKa.
Y amposHeHHi ax cBaém orabom wMami, BisiT y IlraTer sxom
cya;lHociL[ua y TIKCIe 3 KapoTKau BbICaJKavl aMepbIKaHIIay Ha
Mecsanipl, amaBAmanbHIK — 300J1€y  HpbICTacaBallla Ja HoBaml
paastbHacIi. Maramag csaM'st Takcama 3BsI3aHas 3 cacrapaiain
KaH4YblHaVl ragoy man, cro Micic Kpodt, y gxom amaBspaiabHIK
KBaTapaBaycsi fa IIpele3ny >KoHKi. XbiBywacup wicic Kpodt
KapaJIoe 3 BbDKBbIBAeMAacIIO allaBANaIbHIKA. AIMOBe IIpa He 3yCiM
ynaiae xbiie Hlykymapa i IIIoOsI ¥ TavaTKy i 14acsiiBasi ricTOpbIst
Mastel i sle Myka HaIpbIKaHIIBI 300pHiIKa AasBajisie pasrIsggallb
300JIPHACIh IIPBICTAcOyBalllla Ja HOBBIX yMOBAy XyTUdM $K
acabicTae JacArHeHHe allOIIHSV IIapbl, YbIM 3BBIUAVHYIO HOPMY.
TomaTeiyHae af3iHCTBa IAavaTKoOBara 1 3aKiIIOYHara anaBsdaHHSTy
I1ajiMaIioyBae JyMKY IIpa IIBIKIIYHYIO IIPBIPOy 300pHiKa.
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AeyavroLa BoicHoboL:
1. «InymavasibHiKk HeMauay» /[Ix. Jlaxipel ysayise caboit LIBIKII
anaBANaHHAY, KIIOYaBbIM KaHIISITaM y SIKiX €Cllb IHmM3pnpamaybis,
MAYMAUIHHE.
2. AcHoyHas i 300pHiKa - ajyIIocTpaBallb y3aeMajlaublHeHHI
IIaMDXK JIBIOMa KYJIbTypaMi: aMepbIKaHCKav 1 IHIbIVICKa.
3. AnnaBeniHa IpaTaraHictami ¥ 300pHIKY BBICTYIIAIOLb iHABIVIIIBI 111
acoOwl 3 iMi 3Bg3aHbIA. MecriaM 3estHHS abiparoliia 3iIydaHBbIs
HIraTer artb000 [HOBI.
4.Ba ycix amaBdgaHHAX ~— 3aKpaHaollla IIDYHBIA — aclleKThl
MaTpbIMaHisUIbHBIX cTacyHKay. [Tpas cam’ro [Ix. Jlaxipbl BeIXOA3iIIb
Jla ac’HcaBaHHd crelplpiki amepblKaHCKaM 1 iHABIVICKAM
CyHOJIbHACIIAY, PALIIILIBIL (amarrTareri 11l HeITPBIHSIIII)
IHIIIa3eMHBIX PIaJIiiL.
5. AyTap 3BApTaellla Ja PO3HBIX THIIAY alloBedy 1 anaBadaIbHBIX
dopmay. Hagynacup pasHacTaliHbIX alaBAgaIbHIKay [ga3Bajlsie
HJacArHy1Lb ntoidpaHivuHacIli TydyaHHs 300pHiKa .
6. 30as1aHcaBaHacCIlb BOOpasHa CICTOMBI, KaHTpacHacCIIb
IIaBOJ3IHHBIX MaJdJIdy 1 OKBIILEBBIX CiTyalplll aOyMOYIIiBaroIlb
AbIsUIariyHacIlb allaBdIaHH:AY i acOOHBIX 3ITi301ay y 300pHIKY.
7. Hagynacup ankpbIThIX piHasIay, He3aBepIllaHbIX CIOK3THBIX JIHIV
IlepagBbI3HAYAOlb aKTEIYHYIO, CTBAPJIbHIIKYIO ITa31lbI0 YblTada.
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OBPA3DbI V1 CHO’KETbI
AHTUYIHON MNPOJIOTUN
B TBOPUECTBE IJ1IOPVM HEMNJIOP

HATAJIbJI 2)KIIOBO

The article discusses classical mythology as an important source of intertextual
borrowings in Gloria Naylor’s novels. It is claimed that certain parallels with the
Amazons myth may be discovered in the novel “The Women of Brewster Place” while
in “Linden Hills” the author resorts to the myth of Hades and Kora-Persephone. In
“Mama Day” Naylor restores the archetypal image of Mother-Goddess, one of the key
figures in a great number of world mythologies. The author of the article states a
conclusion that the consideration of archetypal mythological images and plots in
Naylor’s works contributes to our understanding of the writer’s multilayered novels.

PomaHBbl coBpeMeHHOV adpo-aMepMKaHCKOVM MVcaTeIbHUIIBI
I'mopum Hewnop (Gloria Naylor, b. 1950) gasnsror cobon
MHOTOCJIOVIHBIE JIMTepaTypHble ITaJIMMIICECThI, CIpOeLIpOBaHHBIe
Ha  MHOXECTBO TIeTepOreHHBIX  TeKCTOB-IIpelIeCTBeHHIKOB,
IIPeCTaB/IAIOIVIX pasIMYHble TpaauLuy 1 KyJIbTypBL 3aMedaHye
E.B. PomuonoBOMI O TOM, 4YTO «IIpoOwm3BeeHVe IIOCTMOJEepHM3Ma
BOMpaeT B cebsl JIFOOBIE 3JIeMEHTHI BCETO HAKOIUIEHHOTO OIIBITa,
IIpOUNTHIBas €ro yAOOHBIM I cedsi crocoOOM M COOTHOCS C
JIIOOBIMM APyIMIMM TeKcTamm» [4, c. 267], MoxeT OBbITh B IIOJIHOM
Mepe oTHeceHO M K TBOopuecTBY I.Hemtop. Kaxnpii ee poman
IIpeficTaB/IsieT CcOOOVl  MHOTOCJIOVMHOe IIPOCTPaHCTBO, BHYTPU
KOTOpOro  (PYHKIIMOHMUPYET  MHOXeCTBO  WMHTEPTeKCTOB, B
II0OJIEMYECKOM [yajiore ¢ KOTOPbIMM, ONIVPasiCh Ha HUX VIV OT HUX
OTTaJIKVBasCh, I€PeOCMBICIISAS WX WM IIpeiylaras aJbTepHaTVBHbIE
BapyMaHThI, MMCaTeIbHNUIIA CTPEMUTCS IIPEICTaBUTh COOCTBEHHOE
BUIeHMe oOcCyXJaeMbIx IIpoOseM u BOIIpocoB. B  KauecTse
3HA4YMMOIO0 WCTOYHMKA WHTEePTeKCTyaJIbHBIX 3alIMCTBOBAaHUN B
TekcTax [ Hevuiop BbIcTymaeT xiaccuueckasi TI'peKO-pUMcKas
MmoIIOrYs, apXeTUIIdecKe o0pasbl 1 CIOKeTbI KOTOPOV HaXOHAT
cBoeoOpasHOe  IIpeJIoOMJIEHVWe B  TBOpYeCTBe  TeMHOKOXem
ycaTe IbHUIIbI-(PeMVHVCTKIL.

B pomane «Kenmmyuer yiuiel bpycrep» (The Women of
Brewster Place, 1982) wuwurarterlb OOHapyXwBaeT MapaUlen C
IpeBHerpevecKnM M1dOoM 00 amMa3OHKaxX — CHUJIbHBIX, He3aBVICVIMBIX
KeHIIMHaX-BOUTeJIbHUIIAX, CPakaBIIMXCA C MMUQOIOrMYecKnMM

63



reposiMmi. ABTOp HaMeKaeT Ha IepeKIMYKM C 3TUM Mudom,
IIPEJICTaBIIsIsI B KadyecTBe KIIOUEBOr0 MHTEPTEKCTa B COOCTBEHHOM
poMaHe IIeKCIVPOBCKYI0 KoMernio «COH B JIETHIOIO HOYb», OHO
U3 TepoMHb KOTOPOW sBJIsleTcd IUIeHeHHas Teceem mapwuiia
aMa3oHOK Vnmosnura.

Apxeruri ama3oHKM ~IpejioMyigeTce B oOpasax ceMu
HeTUIOPOBCKMX TepOVHb — «COBPEMEeHHBIX aMa30HOK», — OOPIOIIMXCs
3a BbDKMBaHMe B MacKyJIMHHOM MMpe B yCJIOBMSIX HUILEro adpo-
aMepMKaHCKOIO TeTTo. Accolyauuy C TIpedeckuM Mudom
IIPOCJIEXXMBAIOTCS B KaXKIION M3 ceMM HOBeJUI poMaHa, Halpumep, B
HOBeJUIe «[lBoe», repOMHAMY KOTOPpOW sBJIatoTCA Tepesa m Jloppenn
- JsecOwiickag mnapa, wm B Hosewle «Kopa JIn». IlomobHO
BOMHCTBEHHBIM aMa3OHKaM, KOTOpble «BCTyHaIM B OJIM3KMe
OTHOILIEHVs C MY)XYMHaMW JIMIIb IS IIPOAOJDKeHMs popa» [7, c.
45], repomns otom Hosewtel (Kopa JIm), omepxwmas wmeent
MaTepMHCTBa M 3a00THI O MJIaJieHIlaX, VICIIOJIb3yeT MY>KUMH JIVIIIb
KaK MCTOYHMK MVIMOJIETHOIO (PM3MUecKOro HacjaaXXIeHus ¥, caMoe
IJIaBHOe, KaK IIOTeHIIMa/IbHbIX OTLIOB, IIOMOTAOIIMX eVl 3aBecTu
HOBOT'O peOeHKa.

Hamnbosiee oTueTsiMBO CBSA3b C [peBHerpedecknM Mmdom
IIpOCJIeXXMBaeTcd B PUHAJIBHOV YacTy IIPOM3BeleHNsl — B HOBeJUle
«Beuepunka B kBapTasie». Ilocie Tparmdeckori cMepTy OTHOW M3
repouHb poMaHa (J[IopperH), arpeccuss 1 THeB OpycTepcKmx
«aMa30HOK», IIpeX[e Hallpab/igeMble OPyr Ha JIpyra M Ha MY>X4MH
Bbpycrepa, BblIUIeckMBaeTcs HapyXy, B MUpP IIO Ty CTOPOHY CTeHBI,
V3OJIMpYIOmIeT  KBapTaJl ~ OT  OCTaJIbHOM  YaCcTM  Tropoja.
Aniokaymricyeckast ClieHa paspylleHUst OpycTepcKom CTeHBI,
OCYIIIeCTBJIEHHOT'O HeVUIOPOBCKVIMM «KeHIIMHaMM-
BOUTeJIbHMUIIAMI»,  HallOMMHaeT  CLeHbl aMa30HOMaxuu -
OIIChIBAEMOVI B aHTUYHOV MMOIOrMyt OMTBBI MeXTy aMa30HKaMM
n rpedeckmMmm reposimu. IlogobHO cBOMM MwmdOIIOrMTUeCcKM
IIpeAllecTBeHHNIIaM, reporHn pomMaHa I. Hewtop BeIHYXIeHBI
IIPOTUBOCTOATh BpakKAeOHOMY HaTpuapXaTHOMY MUPY U CpaXkaTbCs
3a coOCTBeHHBIe IIpaBa, paspblBas OKOBBI, IIpeBpaTuBIINe adpo-
aMepUKaHCKMUI KBapTajl B yAyllamolllee MapTryHaIM3MPOBaHHOE
IIPOCTPAHCTBO 3a IIpefeslaMy COLMOKYJIBTYPHOTO MeTHCTPIMA, «Ha
3a/JBOpKax aMepuKaHCKOM ‘TIpeKpacHoV Xu3HI » [8, c. 304].

BaxxHo oTMeTwTh, UTO, OOpalasch K MuUPy O CIUIOUEHHOM
obmiHe  cBOOOIOMIOOMBBIX  JKeHIMH-BouTennpHUIL, ['. Herwiop
yaeisieT ocoboe BHMMaHMe IIpoOsieMe >KeHCKOTO enVHeHUs WU
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COJIMIAPHOCTV, OITpeaesIsieMOVI COBpEMEHHOV HayKOV O JIMTepaType
KaK dpeHOMeH «cecTpMHCTBa». [IpmuemM, m3obpaxkast Gpycrepckyro

oO1IMHY, ImcaTe;IbHUIIA OTHIOb He Vgearn3upyer
B3aVIMOOTHOIIIEHWs XXEeHIIVIH B COBpeMEeHHOM MVpe, CBUIAETEIILCTBY A
O TOM, 4YTO OOBenmMHeHMe XEHINMH - BecbMa CIOXKHBI WU

Oosie3HeHHBINT IHpolecc. SIpKMM IIPUMEPOM CIIYKUT OTHOLIIEeHVIe
KeHcKom oOmuHbl  bpycrepa k Tepese wu JloppenH, ubs
HeTpaJVIMIOHHAasA CeKCyaslbHasi OPVIeHTaLlVsl BBI3bIBA€T OTKPBITYIO
Bpak1eOHOCTb CO CTOPOHBI OOJIBIIIMHCTBA OOMTaTeIbHNLL KBapTaJla.
ITo cnpaBemBoMy 3amedaHviio M.B. Tiiocranoson, «onn [Tepesa u
JIoppeViH] Tak ¥ ocTalOTCa B KHUTe — «[IBYMs», WIU Jlake CKopee —
«OOHOW»  IUIIOC  «OJHOW»,  WCKIIIOYeHMeM U3  IIpaBWiIa,
KJIAaCCMYeCKVIMM  HeCYaCTHBIMM TOMOCeKCyaslaMy, [JII KOTOPBIX
OZIMHOYEeCTBO, M30JIALNMS, CyMacIlecTBye, caMOyOuCTBO — efBa JIn
He eIMHCTBEHHO BO3MOXXKHOe Oynyiree» [8, c. 304-305]. KenrmnHbl
KBapTajla, BO3BOISI CUMBOJIMYECKYIO CT€HY, OTTOPaKMBAIOIIYIO WX
oT nHakKoBocT JIopperH n Tepessl n 3alIMIAIONIYI0 X YyBCTBO
COOCTBEHHOV IIPUHA/JIEXXHOCTI K TIeTepOCEKCyaJIbHOM «HOPMe»,
BBICTYIIAIOT KaK ITpelCcTaBUTEeIbHUIIBI BJIACTHOIO [UCKypca W
dakTmueckn BOCITPOV3BOJIAT MaprHaIM3UpPYOIIye 14
VICKJIIOYAIOIVie IPaKTUKKM, XXepTBaMy KOTOPBIX B VMHOW CUTYyalVIV
ABJIAIOTCS. OHM camut. Y 6exxas JloppertH B TOM, 4YTO OHM HUKOITIAa He
cTaHyT cBomMu B bpycrepe, Tepesa ommceiBaeT cuTyanuoo, B
KOTOPOVI OHM OKas3aJliCh, KaK HepaspelyMoe HIPOTUBOCTOSHUE,
KOTOpoOe Bceraa OyaeT IpeciiefloBaTh MX B JIIOOOM yrojike AMepuKy,
IIOCKOJIBKY Beerna OyayT: «Onu vt mbl, CecTpa, onu vt MbI» [17, c. 166].
B KoHTekcTe BbIIIeCKa3aHHOIO CHpaBeIMBbIM IIpeCTaBIIAeTC
3ameuaHmne b. Kpuctman, koMMmeHTHMpyromern CIeHy XeCcTOKOTO
nsHacwioBaHus Jloppenn Oanpon C.C. benkepa m mocremyroien
rbermn repomHM: «XoTst oHa [JloppemH]| yOwra MyXumHamu,
KeHIIMHBI  yiauiel  bpycrep HecyT [Oomo BUMHBL B ee
cmepTm» [9, c. 114].

Ocyxnas OuHapHOe pasnerieHue Ha
HOpMaTUBHOe/eBMaHTHOe ¥  IIPOIOBedysl COoCTpajgaHue U
yBaXeHre K pasimuuaveaM, 1. Heiwlop yTBepxpaeT, 4To B IIepBYIO
odepesb CaMMM JKeHIIMHAaM CJIeflyeT OCO3HaTh CWIY M 3Ha4MMOCTb
deMVHHOVI KyJIBTYPHOV TpaguIMVI WM OTKa3aTbCsl OT IIPAKTUKM
VICKJIIOYeHMSI IO OTHOIIEHMIO K VHAKOBOCTU. VIMeHHO >XeHcKasd
COJIMAAPHOCTh W B3aVIMHas IIOAHEpPXKKa, CUMBOJIOM KOTOPBIX B
pomane «KeHIIMHBI ymubl bpycrep» BbICTymaeT Mududeckoe
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IUIeMsI aMa30HOK, ITpeCTaB/IeHbl aBTOPOM KaK OCHOBHOV MICTOYHVIK
HeOOXOOVIMBIX KaXIOV repoViHe HaeXXIbl M CWJIbL, IIO3BOJISIOIINX
OpoCUTBh BBI30B JIETUTVMMPOBAHHOMY HaTpUapXaTHOM BJIaCcTbIO
MUPOYCTPOVICTBY.

Mudonorngeckyro ocHoOBy pomaHa «/Iumosere Xoimbl»
(Linden Hills, 1985) coctaBwIn aHTUYHbIe IIpedaHUs O I1OJI3eMHOM
IIapCcTBe TeHe!l 1 ero npasurerte Aupge. MectoM fOevicTBus poMaHa
ABJISETCS PaCHOJIOKEeHHBII II0 COCeNCTBY ¢ bpycrepom KsapTan
JTumoBble XOJIMBI, SIBJISIIOIIUTL COOOM «COBPEMEHHBIV 3eMHOW aI».
XKuremmn  kxBaprasia,  m30pasBllie  IJIaBHBIM  OPMEHTMPOM
COOCTBEHHOV XWM3HM MaTepuabHBIN ycIleX, XMBYT JIUIIb OIHOV
MeUuTO - 00OraTuTbcA M IIPOABMHYTHCS BBEepX IO COLIMAIBHON
nectHuie. OOOPOTHOM CTOPOHOV PpacTyIlllero MaTepuaJIbHOIO U
coLMaJIbHOro Os1arococTosiHvs oburarestent JInmoseix XojIMOB, Kak
CBUIETEJIbCTBYIOT COOBITMSI pOMaHa, CTAHOBUTCA WX [yXOBHOe
oOHMIIaHVe, CTUpaHNe PacoBOM U KyJIBTYPHOW WOEHTUYHOCTU U
yTpaTa COOCTBEHHOIO «sI» - «CMEPTb UYeJIOBEUeCKOWm MIyIIM, K
KOTOpOVI HPMBOAUT TIIOTOHS 3a aAMEPMKaHCKOV MeUYTOu O
MaTepuajiIbHOM HpeycneBaHum» [12, c. 69]. Kaxnmemr Xuresb
KBapTaJsla IIOCTeIIeHHO TepsieT YacTUIy caMOro cebs — «cepeOpsiHOe
3epKaJio, IoMellleHHOe boroMm B uestoBeueckme OyIn», «Oarogaps
KOTOPOMY TBI 3Haelllb, KTO TbI ecTb» [15, c. 59], 11, B KOHIIe KOHIIOB,
JIVIIVBIOVICE BCErOo WCTMHHO 4YeJIOBeYecKOro, IIpeBpallaercd B
OIIyCTOIIIEHHOEe TeJI0-000JIOUKy, oOuTarllee B COBPeMEHHOM
«IIapCTBE TEHEeID».

B porm Awmpa y I'. Hevwiop BbICTYyHaeT HBIHEIIHWMI XO3SVH
JIvmosbix Xormmos JIrorep Henwn, mpencrasisrommii yXXe IISITOe
IIOKOJIEHVIE ~ OCHOBaBIIero  KBapTajl — cememcrBa  Hemumos.
Accoupanmm ¢ MudoJIOrMuecKM repoeM 1 ero MHdepHaIbHbIMU
BJIaJIeHVsAMI IIOAUepKMBaeT TOT (paKT, YTO «LIapCTBYIOLIUI» Haf,
JIvmoBbiMm  XosiMaMm  JIroTep, XMBYyIIMII B «MEpPTBOM IIeHTpe
JInmoBeix XosmmoB» [14, c. 216] B mome Ne 999, mommmo Bcero
IIPOYero, 4BjIgeTcss OMUIMAIbHBIM MOIWIBIIMKOM KBapTasla,
TOTOBSAIIMM Tejla K MHOrpe0eHMIO ¥  OpraHM3YIOIIVM  Bce
riorpeOasibHble IIEPEMOHU.

B obpaze VYwwvier Ilpeckorr Henun, xensr Jlotepa,
akTyanmsupyrorcs napaviest ¢ Kopori-Ilepcedonorn, koropast, Kak
1oBecTByeT Mm@, ObUIla IOXMIIIeHa M HaCcWIbHO yBe3eHa AMIOM B
ero Ioj3eMHOe IapcTBO. Ywula, oOBuMHeHHas JlroTepoM B
CYIIPY>XeCKOV HeBEPHOCTV, CTAaHOBUTCS II0 BOJIe My>Ka IUICHHUIIEN
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II0/I3€MHOT'0 IOJIBajla-MOpra, CTaBIIero ee «IIepCOHaJIbHBIM aJoM».
Porme [lemeTpbl B HEWIOPOBCKOM pOMaHe OTBeeHa >KeHam
npeniecTsyomyx Hemymos: Bemop VMMeEHHO OCTaBjIeHHBIE VMU
JOKYMEHTBI U CBUIIETeIbCTBa, OOHapyXeHHble YIWUION B MpayHOM
IofiBajle, WIparOT KIIOYEBYIO pPOJIb B Ipoliecce CaMOIO3HaHVIA
repoviH ¥ [ejIaloT BO3MOXHBIM ee OCBOOOXIeHMe. BaxHO
3aMeTUTb, YTO B 3TOM 3MM30[e pPOMaHa aKTyaJIn3npyercs
CMBICJIOBasl ~ JABOVICTBEHHOCTb  CUMBOJIa  «IIO[Bajla/Ilelepbl»,
IIpoCJIeXXyBaeMas BO MHOIVIX aHTUMYHBIX MUdax: ¢ OJHOVI CTOPOHBL,
3aMKHYTOe IIOfI3eMHO€ ITPOCTPaHCTBO acCOLUMpPYeTCd CO BXOIOM B
IIO/I3eMHBIVI MVUP ¥ MeCTOM IIorpeOeHUs, ¢ IPYrov CTOPOHBI, OHO
cuMBosmsupyet (1) MaTepHCKY0 yTpoOy 1 (2) MecTo HaxOoXIIeHWs
COKpOBUII] (B TOM 4MCIIe, COKPOBWII MYZIPOCTM), SIBJISIOIIVIXCS
11eJIbI0 TIOVICKOB TPAAUIIMOHHOTO MMUUUECKOro I CKa30YHOTO
repost [11, c. 35, 87-88]. Coxposuilia MaTEepMHCKOM MYHPOCTH,
oOpereHHble YW IION BO BpeMs ee 3aTOUeHMs, OApPyIOT IepouHe
CWIy M MYXeCTBO, HeoOXOoOyMble I TOrO, YTOOBI BBIPBATHCS W3
I[IOI3eMHOI'0 CKJIerla m 6pocvm: BBI3OB 3JIOBelllell HeOMIOBCKON
VIMIIEPVIVAL.

[Tomumo mmda o6 Awmme m Kope-lIlepcedpone, B pomane
«JInmoBble  XoOJIMBI»  HPOCIIEXMBAIOTCS  IApa/uleJiM C  TakK
Ha3blBa€MBIMM  COJIIPHBIMM ~ MmdaMy,  IIpeacTaB/ISIOIIVIMI
CTPaHCTBYIOIIIETO IO  CBeTy, COBepIIAloNlero IIOABUIV WU
oOpeTarolero MyZipocTb reposi. DKBUBAJIEHTOM COJISIPHOTO Teposl y
I' Hevuiop aBmsgerca  VYwwom  Mencon -  Moogom — II03T,
CTpaHCTBYIOIMM 10 JInmmoBeIM XoJjIMaM BMeCTe CO CBOVIM JIPYIOM
Jlecrepom TwiiconoM. IlyTemrectBme 1o KBapTasly, W3Ha4ajIlbHO
MOTMBVPOBaBIIIeecs: IOMCKaMM CIy4alfHOro 3apaboTka B OoraTbIx
aoMax, aKTUYecKy IIpeBpalllaeTcss JId Teposl B  «IyXOBHYIO
oxgmccero» [18, c. 192]: mabmromas 3a XM3HBIO KBapTajla, YwUn
«aHaJIM3MpyeT HPaBCTBEHHBbIE M3bAHBI BCTPEUEHHBIX MM Ha IIyTU
mammmx  gymr»  [18, ¢ 183] m  yTBepXkmaercss B MBICIM O
HeITpreMJIeEMOCTH ISt Hero TOV XM3HeHHOV dvuiocodpnii, KOTOpom
PYKOBOZICTBYIOTCSI MeCTHBIe Ooraum, 1 0 HeoOXOIMMOCTY OTBICKATh
HEKWV MHOW ITyTh, KOTOPHIV IIOMOT OBl €My BBIPBATbCs M3 HUIIETHIL,
HO PV 3TOM He VIIOHOOJISATHCS MPOAABIIVMIM AYIIY JKUTEIISIM
JInmioBbIx XOJIIMOB.

OcoObIv1 MHTEpec BbI3BIBAET TOT (PaKT, YTO, CO3[aBas IBa
3epKaJIbHBIX HepcoHaxa - Ywwum Mencona n Ywuoly Ilpeckorr
Henwpn, T'. Hevwiop crpeMurcss NeKOHCTPywMpoOBaTh KJIACCUMYECKYIO
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OIIIO3UIIMIO COJIAPHBIX W JIYHapHBIX MUQOJIOIMYECKX TIepoeB,
OTPaXamllylo TpaOguIVOHHOe pasfe/leHre Ha  «MY>XXCKoe»,
accouypyemMoe C CWION WM aKTMBHOCTBIO, W <« KEHCKOoe»,
accolmupyemMoe co c1abOCTBIO M IIacCMBHOCTBIO. Ywum Mevicon
sSBJIsIeT cOOOVI aHIPOTVHHBIN IIepCOHaX, HaJleJIeHHbIVI HEKOTOPBIMU
yepTamy, TPaAULIVIOHHO OTOXAECTBIISIEMbIMM C (PEMMHHOCTBIO, U
CIIOCOOHBIVI MHTYWUTMBHO OIIYyIIaTh CTpajaHus ¥ 00JIb IepOMHb
pomaHa. Hanbostee oueBmiHa ero Mmcrideckasl JyXOBHas CBSI3b C
Ywuortom  Hepmwpm: repommr  omHMM W3 II€PBBIX  CIIBIIINT
AyLiepasguparonyl CTOH OIUIaKMBAIOIIEeVi CBOEro ChIHA JKEeHIIVHBI
I VICTIBITBIBaeT YyBCTBO KparHero OecIioKOVICTBa U [TaXke CTpaxa; ero
My4aroT KOIIMapHble CHBI, CBs3aHHBIE C TaMHCTBEHHOVI MVCCHC
Henup, Oostee Toro, B ¢puHajsie pomaHa MMEHHO OH CJIy4ayHO
OTIIVIpaeT 3acOB Ha [Bepu MOABaJla KaK pa3 B TOT MOMEHT, KOIrza
Ywuia okasblBaeTcsI Ha BepXHMX CTyIleHbKax JISCTHULIBI W
CTPeMUTCs. BBIPBATbCSL HAPYXy. YWUla, B CBOIO o4depeb, IOA00HO
COJIAPHBIM TIeposiM, OTIpaBJIgeTcsd B «IIyTellecTBre» B IIOMCKax
COOCTBEHHOTO «s», OOpeTeHMe KOTOPOTO CTAaHOBUTCS 3aJIOTOM ee
dpvHaEHOM TTI0OeE! Haf cwlamu 371a. HemasioBakeH TOT dakT, 4TO
B HEVJIOPOBCKOM pOMaHe, B OT/IuMe OT KJIacCuecKom MudoIormm,
rie TpuyMdasbHyIo HoOeny Hal, TeMHBIMM CUJIaMM TPagUIIVIOHHO
OfdepXMBaeT COJIKIPHBIVI TepoV-MY>X4MHa, WMMEHHO JKEHIIIMHa-
repouHsi OpocaeT BBI3OB JlecIIOTHYHOV BiacT Henumos 1 HaHOCUT
CMePTeJIbHBIN yap IO VX 3JI0Bellell MMIIePUIL.

CrpemileHre  [OeKOHCTPyMpoOBaTh JieXalllye B  OCHOBe
3amajHoeBpornenickon  Mudoiorny  OMHapHBIE  ONIO3UIMN U
IIOIBEPIHYTh  «TPAAVIIVMOHHBIVI  IIaTpMapXaTHBII  HappaTuB
panuKaJIbHOM peMmHMCTCKOM peBnsnm» [10, c. 439] oueBumHO 1 B
pomane «Mama [am» (Mama Day, 1988). OcHoBHBIE COOBITVIS
pOMaHa IIPOMCXOIAT Ha COeVHMBIIEM peaJIbHOCTb M MU OCTPOBe
Ywuiloy CropuHrc - KpoOIIeyHOV MaTpuapXaTHOV BCEJIeHHOVA,
CTaBIIIeVl BOIUIOIIEHVEM VTOIMYeCKMX waeyl aBTopa o Oosiee
CIIpaBelJIBOM OOIIeCTBEHHOM yCTPOVICTBeE.

B ocHoOBe penmmMImosHOV M KyJIBTYPHOV TpaguLy YWUIOY
CopuHrce jieXxmuT deMuTencTdeckoe MHUPOBO33peHNne - Bepa B
aBTOPUTET M MOTYIIECTBO JXEHIIVHBL, BOCXOOAINAs K JIETeH[e O
Ha/leJleHHOM Marmdeckon cwionn «Bermmmkom Matepn» Candupe
Vomn, uem o6pa3 poXmaeTr accouyanmm C MT/ICPOJIOI’T/I‘IGCKT/IM
apxerurioM bormaum-marepu. E.A.TopoOunckas, aHammMsupys
9BOJIIOLIVIO )KEHCKOro Hadasia B Mude, oTMedaeT, 4TO «M pa3BUTHe
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oOliecTBa, M BHyTpeHHee pa3BuTve Muda OpuBen K OIHOMY
pe3yJsIbTaTy - CeKyJIipuU3alyi IIpas XKeHIIVH-00TMHb B MU OJIOTU,
K OTrpaHMYeHMIO MX BimsgHusS» [1, c. 28]. VIHpIMu ciioBamm, B
KJIaCCMYeCKOV TIpeKo-puMckont Mwudornormu durypa bormunanm-
MaTepyr CMelleHa CO CBOeV ILIEHTPaJIbHOV IIO3MINMM M 3aMeHeHa
pAOOM HaTpuMapxaTHbIX ajibTepHaTus. . Hevtop ocymecTsiisier
oOpaTHBIV IIpoliecc, «BO3Bpalllasi» CBOeVl TepovHe OOKeCTBEHHYIO
BJIACTb VI pPeCTaBpUPYs ee B POJIM BEPXOBHOT'O XKEHCKOIO OOXkecTBa
Ha Ywuwuioy CripuHrec.

OOpas Candwupsl xapaKTepusyeTcsi MO3UTUBHO-HeraTuBHO
IOJIIPHOCTBIOL: HEJIOPOBCKasi OOXKecTBeHHas MaTh, TKYIIas HUTH
CcyabOBbl, oOJIaaeT OyasIbHOV HPUPOAON TBOPLa M pa3pyLInTe,
BBICTYIIasl B POJIV XPaHUTEIbHMUIIBL KJIIOUell OT BpaT IUIOJOBUTOCTH,
poxneHnss 1 cMept. CBeT M TbMa KaK JIBa acIleKTa Besmkon
Matepu coenuusroTcsa BOo BpeMs exerogHoro Illectsis co Ceuamm
- IJIaBHOTrO Ipas3gHMKa Ha Ywuioy CIpuHIC, oTMed4aeMoro B IIopy
3VIMHETO COJIHIIeCTOSIHMSA (TO eCTh CAMOr0 TEMHOI'O BpeMeHU B IOf1y),
KOIZla OCTpOBUTsSHe MNOKIOHAIOTCA Benmkom Camndupe?, Bemyluen
CBOVI Hapop, K UCTVMHe ¥ [Oapylollerl MyApOCTb CBOVMM [OYepsiM.
Coenuuss >Tu ABa Hadaila B obOpase Candupsl (HampuMmep, oHa
IpeficTaBjleHa KaK OCHOBaTeIbHMIIA OCTPOBHOWM OOIIMHBI M KakK
MaTb CeMepbIX? CBIHOBeV, HO Takke M KaK BMHOBHMIA CMepTU
xo3gmHa-myxa), I'. Hemtop cTpeMnTcst mpeoosieTs pa3pblB MeXI1y
«3aKOHHBIM» 171 «HEe3aKOHHBIM» [13, ¢. 23-24] acrieKTaMm
deMmHHOCTM ¥ II0OKa3aTh, YTO «He3aKOHHOe» HeceT B cebe
MOIITHEVIIIIVIVI CyOBEePCUBHBIN 3apsiy], CIIOCOOHBIN ITOI0PBaTh OCHOBBI
IaTpyapxaTHOIO JOMVHVIPOBAHMS.

Kak cBuperenscTByer anaims pomanHoB [7topum Herotop,
aHTM4YHast  MMUQOIIOrMs  SBJIgeTCSd  BaXHBIM  MCTOYHMKOM

1Ta Xe MO3UTMBHO-HETATMBHAS IIOJIIPHOCTb IIPOCIIEXVBAETCS B apXeTuIle
bormamM-MaTepm, nroctacsiMy KOTOPOV B MPOBBIX MU(OIJIOTMYECKIX CCTEMaX
BBICTYTIAIOT pa3JIM4HbIe JIOKaJIbHbIe OoXecTBa (rpeueckas 'ekaTa, ppurmrickas
Kubena, erumerckas Vicmma w  T.O.), TpPaguIIMOHHO  COYeTaroIIye
co3uaTebHble, KpeaTMBHBIE CWJIBI M CWIbl pas3pyIIUTeIbHble, HeCyIe
cMepTs [2, ¢. 60-63].

2 Vimsa Candupa accolimmpyeTcs C JparolieHHbIM KaMHeM caridpupoM, KOTOPbIV
TPagUIIIOHHO CUMBOJIM3VIPYeT MYApPOCTb, VICTMHY ¥ Bepy, a TakXke CUMTaeTcs
Hambojlee «IyXOBHBIM» W3 BCeX KaMHeV, IIPUHOCIIIMM Oo0XXecTBeHHOe
Or1aroBosieHIe, cyacThbe 1 Mup [6, c. 427].

3B HyMepoJIOrMYecKOm TpaguIlMV YWMCIIO 7 SBJISIETCS YMCIIOM MMPOBOVA
TrapMOHMM, COBEPIIIEHCTBA, 3aBepIlleHHOCTH [6, ¢. 98; 11, c. 415].
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VIHTePTeKCTYaJIbHBIX 3aVIMCTBOBaHWII B TBOpPYECTBe I1CATeJIbHVIIBL.
IIponuKHOBeHMe B IITyOMHHBIe IUIacThI ITpovssefdenuii I'. Hevuiop n
SKCIUIMKaIMS JIeXXallX B X OCHOBE apXeTUIINYeCKMX CIOKeTOB U
oOpa3oB, 3aMMMCTBOBAaHHBIX W3 KIIaCCMYECKOM  MMQOIIOTNN,
CIIOCOOCTBYeT pacIIVMPeHMIO CMBICJIOBOV IIepCIeKTUBBI U CO3[aeT
BO3MOXXHOCTb ~MHOXXECTBEHHOTO IIpOYTeHMs TeKCToB adpo-
aMepPUKAHCKOW IIMCaTeJIbHUIIB, TeHepalny OOBEeMHOIO CMBICIIA,
KOTOPBIN, 110 ciioBaM FHO.M. JIoTMmaHa, «ItocTmraeTcs B IIOJIHOW Mepe
TOJIPKO 13 OTHOIIIEHWS BCeX 3JIEMEHTOB MeXy coOOV 1 KaKIoro mn3
HUX K Oeiaomy» [5, c. 146]. BaxHO TakXxe OTMeTUTb, YTO
VICTIONTB30BaHMe MMQPOJIOTMUEeCKMX apXeTUIIOB ITOAUMHEHO OOIIen
yCTaHOBKe HEWIOPOBCKOIO TBOpYecTBa Ha  «JeMMHVCTCKOe
IleperpoYTeHyie» WHTEPTEeKCTOB, MMelollee IeJIbl0 IepeolleHKY
LIeHHOCTell 1 CyOBepCUIO LIeHHOCTHO-MIEOJIOIMYecKX Vepapxuii,
IIpeCTaB/IeHHBIX B  MAaCKYJIMHHOWM  3alagHOM  KyJIBTYPHOWM
Tpaguuuy. He yamsureslen TOT dakT, dUYro Hapsagy C
3a/IMCTBOBaHMEM KJIacCMUYeCKMX OOpa3oB U CIOXXETHBIX XOIOB,
I'. Hevtop HapasuieJIbHO OCYIIIeCTBJISIeT COOCTBEHHYIO
MMQOTBOPUECKYIO AeATeJIbHOCTh, BKJIIOUYasl CBOM pPOMaHBI B OOIIIYIO
mapagurMy  PeMMHUCTCKOro  MudoTBOpdYecTBa, B  Ipoliecce
KOTOPOIO «KEeHIIMHBI BCTYHAIOT B 00JIaCTh TPaAMLIMOHHO I HUX
3aIllpeTHYI0 - OHM CTaHOBATCA CO3JaTesIbHUIIAMM CUMBOJIOB U
MudoB» [3, c. 549], yaensas ocoboe BHMMaHMe «KeHCKMM oOpasaM 1
VIX CBEPXbeCTeCTBeHHOW CWie, KOTOPYIO 3aMal[dMBaIVi B TeUEHWe
poirvx crosetvin» [3, c. 548]. Vcnionp3oBaHMe VMHTEPTEKCTYaIbHBIX
cTpaTermii IIpefocTaB/IieT aBTOPY BO3MOXXHOCTb YTBePXKIeHVIS
COOCTBEHHO JXEHCKOWM CYOBeKTMBHOCTV, VICTOPUM ¥ KYJIbTYpPHOU
TpaguLMM B IIpoliecce KOHTeCTATMBHBIX IMAJIOTOB C IMIMPOKUM
KPYT'OM TeKCTOB-ITpeIIIeCTBeHHVKOB.
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QUEER WORLD, QUEER WRITING,
QUEER READING?
[IDKEHET YVMHTEPCOH Ob ABTOPCTBE
1 CEMUOTWUKE IIOJIA

HATAJIbJI ITOBAJIZIEBA

Does sex or/and sexual orientation of a writer render decisive influence on
his/her writing? Is it possible to judge writer’s work, using writer’s sex or sexual
orientation as criteria? The author of this article makes an attempt to answer these
questions, using as an example two works by contemporary British writer Jeanette
Winterson - “Semiotics of Sex” and “Written on the Body”.

If human nature be always the same,

it cannot have changed much since

Mr. Addison’s time; and there may still
be readers who will peruse a book

with more satisfaction, when they
know something of its author.

Robert Bage

Hermsprong, 1796

COopHUMK 3cce COBpeMEHHOV OpPWUTAaHCKOW IIMCATeTbHMIIBI
Ixener YunTtepcoH (Jeanette Winterson, b. 1959) Art Objects: Essays
on Ecstasy and Effrontery Opu1 omyOsmkosan B 1995 romy, To ecTb
BCero 4epes J1ecsTh JIeT mociie TpuyMda ee gedbroTHOro pomasa «He
TOJIBKO amnenbcuHbl» (Oranges Are Not The Only Fruit, 1985).
Kasasioce Obl, mecsTh jIeT MMcaTeJIbCKOM MPaKTUKM — He CIIVIIKOM
OoyIpIION CPOK [ISL TOro, YTOOBI IIpeTeHIOBaTh Ha IIMPOKVE
0000r11IeHMs B 001aCcTV 3CTETUKY, OTHAKO [IkeHeT YMHTEpCOH Majio
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BOJIHYIOT YCJIOBHOCTM M IIpaBwla, Kakux Obl cdep XM3HM OHM HU
kKacamch. Kak Opl To HuM ObUIO, JaXe camble IIPUCTPacTHBIE
KPUTVKM BBIHYXI€eHbI ObUIN IIpU3HaTh, uTo Art Objects — 3TO BecbMa
OpUTMHAJIBHOE IIpOM3BefleHNe, B KOTOPOM aBTOP He CTOJIBKO
IIbITAeTCS  CaMOBBIPA3UTBbCSL W OJIECHYTb  CBOeVl  IIVMPOKOM
SpPyOMULIMEN, CKOJIBKO VCKpeHHe U CTpacTHO YyOexmaeT Hac,
yyTaTesier, B TOM, YTO HeT B JKM3HM I[eHHOCTell BBbIIlle, ueM
VICKYCCTBO U JIIOOOBB.

Haspanme coOpHMKa WMeeT [BOVIHOVM CMBICI (M 3TO
XapaKTepHO [IJI1 TBOPYECKOV MaHepbl IMCaTeJIbHUIIBL: Mrpa Co
CMBICJIOM 3aIyIaBUsl IIPOM3BeINeHMUs — ee «KOHeK» U (PUPMEHHBIN

3HakK). (joBo  «objects»  MOXHO  paccMaTpuBaTh  Kak
CYyILleCTBUTEJIbHOE, TOrda 3arjlaBye MOXHO IlepeBecTM  Kak
«O0OBeKTel WMCKycCTBa» — BIIOJIHE MWIOe, HU K YeMy He

oOs13pIBaloOlIIee 3arsiasvie 11 cOopHMKa acce 00 mckyccrBe. OmHaKo,
ecs «objects» - 3TO IJ1aros1, TO CyTh 3arjlaBusl MeHsSeTCs KOPEeHHBIM
oOpas3oM, 1 B HeM SIBHO IIpocMaTpuBaeTcss KOHPIMKT: «VIcKyccTBo
nporectyer». [IK. YMHTEpCOH TOHKO MaHMIIyJIMpyeT o0ommu
CMBICJITaMV — C OTHOVI CTOPOHBI, OHa IINITIET O KOHKPETHBIX 00BeKTaxX
MCKycCTBa (KHMIaX, KapTMHAX), HO B TO XK€ BpeMs ee 3cce - 3TO
IIPOTECT OT MMEHM WMCKYCCTBa, IIPOTECT IIPOTUB €ro OIIOIUIeHMNS,
CTaHIZAPTM3aLNMM, IIPOTMB BBIXOJIAIMBAHMS €r0 IOJITHHOTO
CMBICJIa B coBpemMeHHOM Mwupe. Ocoboe BHMMaHME B COOpHMKe
mycaTejlbHUIIA yAesIsdeT creluduKke TBOPYECKOro IIpollecca U
1po0sieMaM BOCIIPMSITHS IIPOM3BeIeHNI VICKYCCTBa. B acTHOCTH, B
acce «Cemmormka nona» (The Semiotics of Sex) Ix. YunTepcon
3a1aeTcs CIeAyOIIMMY BOIIPOCaMIL: MOTYT JIM Takue paKTopsl, KakK
IIOJI ¥ CeKCyaJIbHasl OpMeHTallys MicaTesis, OKas3bIlBaTh pellaolee
BO3[EVICTBMIE Ha €ro TBOpYecTBO? MOXHO I CYOUTB O
pOM3BEAEHMI II0 IIOJIOBOM HPWMHAIJIEXHOCTM WM CEeKCYyaJIbHOU
OpMEeHTAaIMV €ro aBTopa? DTM BOIIPOCH], caMM II0 cebe HeIpocThle,
yXOOAT KOPHSIMMU B IIPo0JIeMy, KOTOpPYyIO0 0e3 0COOeHHBIX HaTsDKeK
MOXHO Has3BaTb IJIOOaJIbHOM - Mpobiemy waeHTUMKAIIN
JIMYHOCTY. Bemp ecim OOMycTMTh, UTO IIOJI M CEKCyasIbHOCTb -
3HaUMMBble COCTaBJISIOIIMe IIporiecca WMAeHTUUKAINY, TO OHU
ITOJDKHBI VIMeTh OITpefieJIeHHOe 3HaueHle 11 B TBOPYECKOM IIpoliecce,
1 B IIpoOIlecce BOCIIPUSITYS IIPOV3BeIeHNIs VICKYCCTBA.

Hemaipii BKIaZ B paspalOOTKy IpoOseMbl WMOEeHTUYHOCTU
BHeCsIa peMumHMCTCKast Teopus. C MOMEHTa POXIEHMSI TEOPUN ee
IIPEIICTaBUTEM  IIBITAIOTCS  BBISIBUTH CBSI3b  MEXKIy  TaKUMU
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deHomeHaMM, Kak I10J1, TeHEp M CeKCyaJIbHOCTb, a TaKXXe CTeIleHb
IX BOBJIEUEHHOCTU B IIpOIlecC caMouaeHTrdMKaLmm imaHocT. Ha
paHHMUX 3Tarnax pasBUTHUS (PEeMUHUCTCKON Teopuu W KPUTUKU
peHOMEH MOEHTMYHOCTM paccMaTpUBaJICs KaK HEUTO CTaOWIbHOe,
HeV3MeHHOe, IIPaKTUYeCK CMHOHMMIUYHOE OHATUIO «CYIITHOCTb.
C omHOM CTOPOHBI, IIpefCTaBUTeIM (PEMUHUCTCKON Teopun
pelmTesIbHO OTBepraioT BbIABMHYTHI 3. Operimom Tesuc «llom -
3TO cyabOa», TeM caMbIM OTBeprasi IIOCTyJIaT O pellarolieM BIIVSTHUN
Onosormueckoro daxropa B Iiporecce camompeHTuduKarmm. C
IAPYroOVl CTOPOHBI, BB B OOOPOT MHOHSATHE «TeHfiep» (CoLyaIbHas
U KYJIbTYpHasl «000JI0uKa» OMOIIOTMYecKoro 1osa), peMmMHIUCTCKAas
TeopMs, IO CyTH, OAHY OMHApPHYIO OMIIO3UIIMIO 3aMeHWIa JPYTOL.
Ha, mon mepectasi ObITh CyAbOOV, HO Telepb MeCTO IIOJIa 3aHsUI
TeHJep, M pasleleHre dejloBedecTBa Ha [Ba TeHepa OTHSUIO
BO3MOKHOCTB BBISABJIEHISI MHOXKeCTBa MHBIX MAeHTUYHOCTel. Takum
oOpas3oM, oCHOBaHHas Ha IIOHATUM TeHepa Teopus MIeHTUIHOCTI
ObUIa IIO CBOeV CYTM 3CCEeHIMAIVICTCKOV, UTO M BBI3BAJIO PE3KYIO
KPUTUKY ¥ TpeOoBaHMS peBU3NM JaHHOV TeOpPUM CO CTOPOHBI
HOBOTO IIOKOJIeHMs IpeficTasuTesient deMmHMCTCKON Teopum. [Tk
nebatos mpwuiiesicsa Ha 90-e ToIpl TPOIIUIOTO BeKa, KOra 0COOeHHO
HEIIPUMMPVMYIO TIO3UIIMIO II0 OTHOLIEHWMIO K «IIPOYTEHUIO»
1po0sieMbl MAEHTUYHOCTM B «KJIacCMYecKom» (peMMUHMUCTCKOM
Teopumn 60-x - 70-x romoB XX BekKa 3aHSUIM IIpelcTaBUTeIIV
CpaBHUTEIIBHO MOJIOABIX Ha TOT MOMEHT oTpacsient 3HaHus: Gay and
Lesbian Studies w Queer Theory. Bo-iepBbIX, B HOBBIX TEOPMSIX
BBIIe/IWICA OTJIMYHBIN OT peMMHM3Ma «KJIacCMYecKoro obpasiia»
npenMeTt vccenosanms. Kak otmedaer AHnpea Xappuc (Andrea L.
Harris), «while gender! is the domain of feminism, ... sexuality is the
domain of gay and lesbian studies» [4, p. 1]. Bo-BTOpBIX, B pamkax
Gay and Lesbian Studies vi Queer Theory IpOMCXOOUT OKOHYATEIbHBIV
Pa3pbIB C TpaaguiIMell paccMaTpUBaTh (PEHOMEH MAEHTUYHOCTY Kak
HeuTo cTabwibHOe 1 Hem3MmeHHoe. AstaH [letepcen (Alan Petersen)
dopMyMpyeT HaHHBII «IIOBOPOT» B TEOPUM WIEHTUYHOCTU
ctenyrommM obpasom: «According to queer theorists, identities are
always multiple and there is literally an infinite number of ways in
which the components of identity can combine» [3, p. 263].
Kirouesont durypont B Queer Theory ssiserca duiocod,
npodeccop Kamdopraurickoro ynHmsepcurera [Ixynour batiep

I Kypcus mornt. — H.IT
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(Judith Butler, b. 1956). B xaure «I'enmeproe OecriokoricTBo» (Gender
trouble: The Subversion of Identity, 1990), KoTopass IPaKTUUYECKU C
MOMeHTa ITyOyMKanmy cTala KJ1acCiecKM TeKCTOM COBpeMeHHO
dpemmHMCTCKOM TeOpuu, x. batiep I10CJIe1OBATEIILHO
dopmyrmpyeT  CBOIO  aHTMACCEHLMAIMCTCKYIO  KOHIIEIIVIO
VIOEHTUYHOCTY. B 3TOM KOHLenmumm oIpoBepraercs Te3UcC O
TeHJIepHOM  MapKMPOBAaHHOCTM  IIpollecca  MIOeHTUUKALIIN.
Jx. batnnep mmmer: «There is no gender identity behind the
expressions of gender; ... identity is performatively constituted by
the very “expressions” that are said to be its results» [1, p. 25].
Taxum obGpasom, To, UTO B «KJIacCYeCcKOM» (PeMMHIMCTCKOV Teopum
paccMaTpuBaJIoCh KaK WCKOMBIV pe3ysIbTaT, B pabore [Dxymur
batiiep TpaHcdopMmupyeTcs B HelIpeKpalllalolIUiics IIPoLecc:
MIAEeHTUYHOCTh MHOXEeCTBEHHa, M3MeHuUrBa M He VMeeT HUYero
o0Illero c TOHATMEM «CYIIHOCTh». «Seen in this way,
noguepkusaeT [oBun, layHTiierT, - our identities, gendered and
otherwise, do not express some authentic inner “core” self but are
the dramatic effect (rather than the cause) of our performances» [5].
ITomoOHast e KOHIeHIIMS W3MEeHUYMBOTV, «KOUYIOIIevi»
VIEHTVYHOCTYI BeCcbMa JIETKO IIPOYMUTBIBAETCS ¥ B TBOpPUYECTBE
Hxener YuHTepcoH. OHa yBepeHa, YTO HWM IIOJI, HU TeHHEp, HU
CeKCyasIbHasl OpMeHTalMsl B KOHEYHOM cueTe He OIIpeesIsioT
JIMYHOCTb, He ucYepnbBaloT ee ocobenHoctn. [losromy
IycaTeIbHUIIA KaTeropmyaecku IIPOTUB TOTO, YTOOBI
BBIIIIETIepeUNICIIeHHble KaTeropuiy WCIOJIb30BaINCh B KadecTBe
KpuUTepueB OLEeHKM XyHdOXXeCTBeHHOro mpoussegeHus. OpHako
cpeny uuTartesiell M KPUTUKOB IIMPOKO OBITyeT Kak pa3 oOpaTHas
teHneHIMs. K 3Tom mpobrieme 1 oOparraeTcs mmcaTe/IbHUIIA B 3CCe
«CemMmoTtuka rosia». HaummaeTcst acce ¢ anm3opa, SBIISIONIEro cooon
KJIaCCHYeCKUT IIpuMep MepeHoca 0COOeHHOCTe JIMYHOCTY aBTopa
Ha ero rpowussenenus: «I was in a bookshop recently when a young
woman approached me. She told me she was writing an essay on
my work and that of Radclyffe Hall. Could I help? “Yes,” I said. ‘Our
work has nothing in common.” ‘I thought you were a lesbian,” she
said» [10, p. 103]. WMrak, cekcyajipHasi OpMeHTalVs aBToOpa
HeM3MEHHO CTaHOBUTCS XapaKTepUCTUKOV ero TBopdYecTBa -
IIPAaKTVKa, BeCbMa PaCIPOCTpaHeHHasl B JINTEPATypPHOV KPUTHKE.
Ho, no muenuto JIx. YuHTepcoH, 3T0 eme nosOennl. IlevarpHee
BCEro TO, 4YTO IIOJI WM CeKCyaJlbHas OpWMeHTalys aBTopa IIOPOW
VHTEpecyloT KPUTMKOB W 4YuUTaTeslell OoJibllle, dYeM  €ro
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niponssenienns. «What you fuck is more important than how you
write» [10, p. 104], - c ropeubto oTMeuaeT mcaTenbHMIIA. [Tpy 3TOM
K. YuHTEepcOoH menmTcs CjledyrolM HaOIofleHneM: eciu o
myicaresle M3BeCTHO, UYTO OH TeTepoceKCyasleH, TO VHTePBbIOepPHI
TOBOPSAT C HMM O €ro KHHUrax, HO eCcjIM WM3BeCTHO O €ro
TOMOCEKCYaIbHOV OpMeHTall, TO MMEHHO C BOIIpoca O Hell, KaK
IIpaBWIO, HauMHaeTcs pa3rosop o TeopuecTse: «The straight world
is willful in its pursuit of queers and it seems to me that to
continually ask someone about their homosexuality, when the
reason to talk is a book, a picture, a play, is harassment by the back
door» [10, p. 104].

Cama [I>xeHeT YMHTEpPCOH XOpOLIO 3HaeT O [JaHHOU
TEHJIEHIMM 10 COOCTBEHHOMY  OIBITy. TOJIBKO  JIEHWUBBIN
VMHTEPBBIOEp He CIIPOCWI ee O JIMYHOM XM3HU. TOJIBbKO JIeHMBBIN
KPUTMK He Ha3BaJl ee JIeCOMUVICKON IucaTe/bHUIIeN. BoT TumraHoe
HavaJIo TUIMYHOM cTaTby O [I>keHeT YuHTepcoH: «British novelist
Jeanette Winterson has a reputation as a holy terror, a lesbian
desperado and a literary genius» [9]. 3auactyro KpuTuku
Oe3>kasIoCTHO penyumpyIoT CJIOXKHBIE, MHOT'Oy POBHEBBIE
VMHTe/UIeKTyaJIbHble  pOMaHbl  IIMCATeJIbHUIIBL,  aJpecOBaHHBIE,
HEeCOMHEHHO, 4YeJIOBeKy BOOOIle, 10 MIpOM3BedeHUII «y3KOro
[I0JIb30BaHMs»,  IIpeJHasHAauYeHHBIX  IIpeXxiae  BCero A
IIpefICTaBUTesIeNl CEeKCYaIbHBIX MEHBIIMHCTB. Tak, Hampumep,
niocrymaet Ilarpucnsa dankep (Patricia Duncker), xorna 3asepiiaer
aHaym3 pomaHa JIx. YunTepcon «He Tompko amenbcuHBI» -
IIOJIVHHOV IIPUTYM O IaJIOMHMYeCcTBe FepouHM K ceOe, O IIOVICKe
CMBIC/Ia XXWM3HU - cilegyromuM IaccaxeMm: «Winterson's fictional
argument does equate Lesbianism with intellectual as well as sexual
liberty» [2, p. 180]. Tax >xe noctynaet u Keppu ®pariz (Kerry Fried),
yTBepxKaad, uro «Jeanette Winterson’s Oranges are Not the Only Fruit
and The Passion are perhaps the apex of lesbian writing» [7].
JJOBOJIBHO ~ HPOTMBOPEYMBBIM  aKTOM  IIPeACTaB/IsIeTC U
npucyxgenne [xener Yunrepcon B 1994 rony npemumn The Lambda
Award for Best Lesbian Fiction 3a poman «TartHommcs twiotn» (Written
on the Body, 1992). C oHOVI CTOPOHBI, JIF00as IIpeMys O3Ha4YaeT, YTo
IIpou3BelleHle BBI3BAJIO MHTepec y umrareineil M KpuUTuKoB. C
apyrom - KBammuduumpysa poMaH Kak «lesbian fiction»,
IIpefICTaBUTeIN XIOpY, (PaKTMUecKy, CBeJI K HYJIIO BCe YCWINA
aBTOpa, HUBEIVIPOBaIIM KOHIIENITyaIbHBIN CMBICIT IIPOM3BEIEHIS.
Ocobennocts pomaHa «TartHommch IUIOTM» - WMCTOPUM JIOOBU
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repos-II0BECTBOBATEIIS K 3aMY>KHeVI JKeHIIMHE — 3aK/TI0YaeTcs B TOM,
YTO IIOJI IIOBECTBOBATesId OIIpeleINTb HeBO3MOXHO. Haymane B
IIpOM3BeeHNN MHOXeCTBa IICEeBIO-TIOJICKA30K JIMIIb 3aTPyAHseT
3TOT Iporiecc. DaKTmIecky, JaHHBIM poMaHoM [ )KeHeT YHTepcoH
paspylaeT TpaguIMOHHbIe IIPAKTVKM IIPOUTEHNS JINTepaTypPHOIO
IIpOM3BeIeHNs B paMKax CTaOWIbHBIX TeHIepHbIX KoopanHat. Taxk,
HallpyIMep, 4WTaTelIb, IIPUBBLIKIINII  OTOXAECTBIISITb  repos-
IIOBeCTBOBaTe/II C aBTOPOM, a TakKXe XOPOIIO 3HAKOMBIL C
Ouvorpadpuiert camornt myicaTeIbHUIIBL, MOXET PeIlNThb, YTO IJIaBHBIV
repoVl poMaHa - XXeHIIHA, ¥ Torda poMaH OyaeT BOCIIPUHMMATHC
Kak jlecOmyickumt. UuraTesib, IIPUBBIKIINI JIFOOYIO MCTOPUIO JIIO0BU
IIPOYNUTHIBATh VCKITIOUUTEIIBHO B paMKaxX TreTepoceKCyaIbHO
MaTpwullbl, OyZeT paccMaTpuBaTh MCTOPUIO COOTBETCTBEHHO: repo-
My>KUMHa BJIIOOJIEH B 3aMYXXHIOIO >KeHIIVHY. OpHako ola 3T
IpouTeHMs: OyAyT CyIIeCTBEHHO «yceKaTb» IIOJIMHHBI CMBICT
npoussenenns. Kak ormeuaer Crrozan Jlancep (Susan S. Lanser),
€IVIHCTBEHHBIM BBIBOJIOM, CAEIaHHBIM MCXOIS MCKIIOUNUTEIBHO W3
caMOro TeKCTa poOMaHa, MOXeT ObIThb Takoi: «A person of
indeterminate sex loves a married woman» [6, p. 258]. Drta
IpUHIMOVAIbHAS ~HeoIIpedeIMIMOCTh IIojla TIeposi II03BOJIfeT
uccilefoBaTeNIbHMIIE  KBaIMUIMPOBAaTh pPOMaH KakK  «queer
text» [6, p. 259], TO ecTb TaKOM TEKCT, B paMKax KOTOPOTO ITOHSTM
«reHep», «TOMOCEKCYaJIbHOCTB», «TeTepOCEeKCYaJIbBHOCTD»
yTpauMBalOT CBOV CTaOWIBHBI CTaTyC. DTWUM, He B IIOCIIeIHIONO
ouepeib, ObBUIO BBI3BAHO BeCbMa HeraTMBHOe OTHOIIIeHNe K POMaHy
B OpWTaHCKOV JMTepaTypHOM KpuUTuKe. B wmHTepBBIO Tasere
«VapenennenTt» 7 Mad 2004 roma [I>kxeHeT YMHTepCOH IIpM3HaAETCs,
4TO ee XW3Hb B bpwuranmm mnocie BbIxoma «TaviHommcm IwioTm»
CTaJla IIpaKTu4yecky HeBbIHOCUMON: «After Written on the Body was
published I went mad. I couldn’t write, I couldn’t do anything and
that’s when I left London. Everybody said we hate you and we hate
your work, you’re an arrogant bastard» [8]. Ilpencrasurenn
JIeCOMICKO KPUTUKM KIIeVIMWIV IVICAaTeJIbHUITY 3a TO, YTO B CBOEM
poMaHe OHa SIKOOBI He pelIwIach CleslaTb JIECOUTICKYIO TeMaTUKY
Ooslee  gBHOW, S$CHO apTuUKy/iIMpoBaHHO. [IpencraBurenn
TPpagUIIVIOHHOV KPpUTUKM 00BMHUM K. YHTEpCOH B cTpeMyIeHN
K [IeIlleBOMY J3IIaTaXy, a HeolpeneleHHOCTh IIojla Teposi-
II0BeCTBOBaTeIsl KByIMPUIIMPOBa/INL He MHave, KaK HeOCTPOYyMHBIV
TpIoK. IlapaokcalbHOCTE CUTyarmm yCyryosIsuiach ere u TeM, UTo
B AMepuKe ¥ KOHTMHEHTaJIbHOVI EBpome poMaH mMMesI OrpOMHBIV
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ycIiex, 4To v oOecreuinsIo mmcaTe/IbHUIlE B TJTbHENIIIEM MVIPOBYIO
m3BecTHOCTh. IlperncraBiisercss, 4To IIOOABIIAIOlIee OOJIBIIVHCTBO
KPUTUKOB IIPOCTO He cMoIIM (WIM He 3axoTelV) YBUOEThb
IO IVIHHY IO 11eJ1b Xy J0’KeCTBEHHOI'O 3KCIIepyUMeHTa
JIx. YyHTepCOH: OHa IpeaITpuHsUIa MOIBITKY BBIBECTV PasrOBOP O
JIIOOBM 32 paMKM TaKMX HPUBBIYHBIX KOOPAMHAT, KaK «IIOJ» U
«reHaep». B cBoeM pomaHe oHa HoaHSIIAa BOIIPOC 00 3TMKe JII00BY, O
TOM, B YaCTHOCTM, VIMeeT JIM IIpaBO 4eJIoBeK (BHE 3aBMICHIMOCTU OT
ero IIOJIOBOV IIPVHAIEXXHOCTV WIN CeKCyaJIbHOV OpVeHTalVN)
mernaTh BbIOOp 3a TOro, Koro yodut. IXx. YuHTepcoH yBepeHa, UTO
BOIIPOCHI 3TVIKM, KaK ¥ BOIIPOCHI 3CTETVMKM, MMEIOT Majlo OOIIero
TIOHATVSIMU «II0JI» VI «CeKCYaIbHHS OpueHTalus». [ToaTromy, roBops
o ceOe, oHa HempewIoHHa: «I am a writer who happens to love
women. | am not a lesbian who happens to write» [10, p. 104].

OpHako mmcaTesIbHMIIA JOCTaTOYHO OOBEKTMBHA IS TOIO,
yTOOBI ~ IIOHMMATh: HPUUMHBL IIpeayOeXxmaeHmss U KOCHBIX
CTepeOTUIIOB B OTHOIIEHUW IIcaTelIeV-TOMOCEKCYaIICTOB TasTCA
He TOJIBKO B HecoBepIneHCTBe oOmecTBa. [IpoOiema Takke u B
cammx mmcaresrsix: «The Queer world has colluded in the misreading
of art as sexuality» [10, p. 104]. C ogHOM CTOPOHBI, TeM-cOO0IIECTBO
Hy)XJaeTcsl B CBoell KyJbType, yoexneHa [Ix. Yunrepcon. Ho ¢
IAPYyrovi CTOPOHBI, HacTosIIee MCKYCCTBO — 3TO oOpallleHre KO BeeM,
3TO OTpakeHVie MHOTr000pa3HOro 3MOIVIOHAJIBHOTO,
VHTeJUIeKTYaJIbHOTO, (PU3MUECKOro OIIbITa YeJloBeKa BOOOIle, BHe
3aBUICIMOCTII OT €ro IIojla WM CeKCyasIbHOM opueHTaumm: «The
problems start when we assume that the fact of our queerness
bestows on us special power. It might make for certain advantages
... but it cannot, of itself, guarantee art» [10, p. 105].

be3ycrioBHO, JIMYHBIV OHBIT IIMCaTesIs, B TOM 4MNCIe U
CEeKCYaJIbHBIV OIIBIT, TaK WIM WHade BXOAUT B TKaHb €ro
IIpOM3BEIEeHMII, XOTsL Obl B BUJE CBIPOrO MaTepuasia, OHAKO, IO
MHEHMIO YVHTEpPCOH, HyXHO IIOCTOSTHHO IIOMHUTB O TOM, uTO «the
language of my passion and the language of my art are not the same
thing» [10, p. 105]. YysctBa ™  >MOLMM  JIOJDKHBI
TpaHCPOPMUPOBATHECA B XYHAOXKECTBEHHYIO (OpPMy, B S3bIK, U
TOJIBKO TOIJIa IIpou3BefieHNe OyaeT aapecoBaHO 4esIoBeKy BOOOIIle,
a He TOJIBKO IIPENCTaBUTENIO OIHOW C IIMcaTeleM TIPYIIIIbL.
VckyccTBO — HacTogIIee MCKYCCTBO — BCerga TOBOPUT O TOM, YTO 10T
M CeKCyaJIbHasl OpMeHTalMsl He SBJISIOTCS IJIaBHBIMU U
OKOHYATeJIbHBIMM  MOeHTUdUKaTOpaMyt JIMYHOCTU. B KaudecTse
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npumepa k. YMHTepcOoH yHoMMHaeT TBOPYeCTBO DApusHH Pud n
Ockapa Yamipga: «When I read Adrienne Rich or Oscar Wilde,
rebels of very different types, the fact of their homosexuality should
not be uppermost. <...> Their formal significance, the strength of
their images, their fidelity to language makes it possible for them to
reach me across distance and time» [10, p. 109].

OpHako,  BBIHYXIOeHa  IIPM3HATh  HMCATENIBHUIIA, B
COBpeMEeHHOM OOIlleCTBe TeHepHble CTePeOTHUIIb IIO-IIPEXHEMY
BeChbMa CWJIBHBL, M OHVM BO MHOIOM OIIPeesIsiioT OTHOIIIeHMe K
nckyccTBy. EcTb Macca My>xumH-umTaTes1e, KOTopble 13 IIPUHIINIIA
He BO3bMYT B PYKM KHUTY, HallVICAHHYIO XKEHIIIMHOV — IIOTOMY, 9TO
B KHUTe IKOOBI OyIIeT IIpeficTBaJIeH He MY>KCKOV B3IV, Ha MUP (TYT
CJIOXKHO He BCIIOMHWTB 3HaMEeHWUTHIVI Haccax m3 acce B. Bynd «Cpos
KoMHaTta» (A Room of One’s Own, 1929): «Speaking crudely, football
and sport are ‘important’; the worship of fashion, the buying of
clothes “trivial’. And these values are inevitably transferred from life
to fiction. This is an important book, the critic assumes, because it
deals with war. This is an insignificant book because it deals with
the feelings of women in a drawing-room» [12]). Ects
IIpeICTaBUTeIN Tell-CcoobIIecTBa, KOTOpble 13 IIPUHIIMIIA He CTaHyT
YUTaTh IPOM3BEEHNSI aBTOPOB reTepOCeKCyaJIbHOV OpMeHTAllNML.
Ectp uwraTenn, KoTopble He BO3BMYT B pyku KHUry Ockapa
Yamipia, moToMy uTO OH ObUT roMocekcyamcToM. [pramaa B TOM,
YTO II0 OTHOIIEHMIO K WMCKYCCTBY Ha HPOTSDKEHUM MHOTMX JIeT
KPUTUKM IIPUMEHSIOT KpUTepuyu, He WMeIe HUKAKOro
OTHOIIIeHN K 3CTeTHKe, M YuTaTesIM IIPUydaloTcs J1e/ICTBOBaTh TaK
xe: «'Is it about me?’ ‘Is it amusing?” “Is it dirty?” “What about sex?’
are not aesthetic questions but they are the questions asked by most
reviewers and by most readers most of the time. Unless we set up
criteria of judgment that are relevant to literature, and not to
sociology, entertainment, topicality etc., we are going to find it
harder and harder to know what it is that separates art from
everything else» [10, p. 111].

ITpoGriema, mosaraet [Ix. YuHTEepCcoH, 3aKIoyaercs ellle U B
TOM, YTO, COIJIACHO OOIIENPVHSITOMY CTEPeOTHITY, UYeJI0BeK JOJDKeH
XUTh B OIHOV OIpefesieHHON peastbHOCT. HeobxommmocTs,
HallpyMep, XUTb [JBOVHOM JKM3HBIO (KOTOPYIO  3a4yacTylo
IIPUIXOOWTCS BeCTU IIPeACTaBUTEISIM CeKCYaJIbHBIX MEHBIIIVHCTB)
BOCIIPVHVIMAETCSI KaK Tpareays win faaxe 0ore3sb. Ho mckyccTBo
paspyiuraer 3ToT crepeoTurl. CHeKTp IIOTEHLUMaJIbHO [TaHHBIX
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4yeJIoBeKy 3MOIIMI CTOJIb pa3HOOOpaseH, YTO JaeT BO3MOXKHOCTb
XUTb B HECKOJIbKMX Mupax ogHoBpemeHHO: «The attendant
personalities that are clinically labeled as schizophrenia, can be
brought into a harmonious balance. It is not necessary to be shut up
in one self, to grind through life like an ox at a mill, always treading
the same ground. Human beings are capable of power flight; we can
travel across ourselves and find that self multiple and vast. The
artist knows this; ... the only boundaries are the boundaries of our
imagination» [10, p. 116]. Bce TBOpuecTBO OpUTaHCKOM
IVicaTe/IbHULIBL IIpeJICcTaBiIsgeT cOOOV IIPU3BIB K PaspyIIeHNIO 3THX
BOOOpakaeMbIX OKOB, IIpU3bIB K HEIPEepbIBHOMY  IIOVICKY
Pa3sHOOOpa3HBIX WAEHTUYHOCTEV, KOTOpble He OrpPaHNYMBAIOTCA
BpeMeHHBIM, IIPOCTPaHCTBEHHBIMM 117t reHIepHbIMU
KoopamHaTaMu. VIcKyccTBO, BooOpaxeHMe, JTIOO0Bb — TaKOBBI, IIO
MHeHUIO /K. YHTepcoH, yHUBepcaIlbHble BEKTOPBI «BHYTPeHHero»
ITy TEIIeCTBYSL.
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THE HOURS: WOOLF, LESSING, AND
CUNNINGHAM
IN A LITERARY MOSAIC

CARLA ALVES DA SILVA

“Every text is constructed as a mosaic of quotations, every text is an
absorption and a transformation of another text.” - Julia Kristeva, 1969

\Mo*sa”ic\, a. Of or pertaining to the style of work called mosaic; formed
by uniting pieces of different colors; variegated; tessellated; also, composed
of various materials or ingredients. - Merriam-Webster Dictionary

Imo.sa.ic

1: a surface decoration made by inlaying small pieces of variously colored
material to form pictures or patterns; also: the process of making it

2: a picture or design made in mosaic

3: something resembling a mosaic <a mosaic of visions and daydreams and
memories — Lawrence Shainberg> - Webster’s Revised Unabridged
Dictionary

This article aims at discussing the novel The Hours (1998), by
Michael Cunningham, through a Post-Modern perspective, focusing
on intertextuality and rewriting. The discussion will be mainly
based on the comparative reading of The Hours with Virginia
Woolf’s novel Mrs. Dalloway and Doris Lessing’s short-story To
Room Nineteen, and will refer to theories of contemporary literature.
My comparative analysis of The Hours will try to describe the pieces
that are part of this intriguing fictional mosaic, i.e., it will try to
describe Cunningham’s use of intertextuality and rewriting, the
pieces of this mosaic being the author’s references to other texts
juxtaposed to the ideas of his own creative mind.

The image of the literary work as a mosaic was apparently
introduced by Julia Kristeva, who claimed that every text is a
“mosaic of quotations” [2, p. 250]. According to Ulrich Broich,
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postmodern critics and authors have mentioned a literary text as
being a blending of references from other previous texts: “Kristeva,
Barthes and Bloom agree that every text is intertextual in all its parts
and that a distinction between intertextual and non-intertextual
texts or parts of texts, between intended or marked intertextuality
and their opposite, is irrelevant. (...) Kristeva (...) is mainly thinking
of the relationship of a text and a pre-text, and the image of a
‘mosaic of quotations’ implies that the different fragments from
another text which form a new text can be easily distinguished from
each other, just like the parts which form a mosaic in visual
art” [2, p. 251].

From this viewpoint, The Hours could be considered a literary
mosaic. The pieces of this mosaic are Cunningham’s fiction and
characters, combined with Woolf's and Lessing’s fiction and
characters, and with Virginia Woolf herself, transformed into one
more character/piece of this novel/literary mosaic by the skilful
hands and mind of the author, Michael Cunningham. It is important
to say, however, that The Hours can be fully enjoyed without a
previous reading of Woolf and Lessing. It is a fine novel in itself,
and readers can draw their own meaning from the book and bring
in their own associations without any previous knowledge of either
author. On the other hand, a reader who has learned about Woolf
and her novel Mrs. Dalloway, as well as Doris Lessing’s short story
To Room Nineteen, will most likely perceive and certainly admire the
mosaic of references created by Cunningham, and therefore, better
enjoy his/her reading of the novel. As Matei Calinescu claims: “an
author is always inspired by his or her reading and re-reading; and
on the level of reception: a reader rewrites the work mentally along
lines suggested by works previously read” [3, p. 245].

The intertwinement of references in The Hours is a tribute to
two of the major writers of the English language: Virginia Woolf
and Doris Lessing. Cunningham reproduces in The Hours the same
subjective style that characterizes both authors; he has successfully
found intersections between Woolf’s and Lessing’s texts, between
the protagonists’ lives in Woolf's Mrs. Dalloway and in Lessing’s To
Room Nineteen; he has even drawn an artistic pattern that includes
Virginia Woolf's own life, transformed herself into a character in his
novel. Cunningham used them all as pieces of his printed mosaic,
creating, therefore, new intersections with and within his own text.
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The Hours narrates one day in the life of three married women
of different generations: Virginia Woolf, Laura Brown and Clarissa
Vaughan. The chapters are named after each of the protagonists:
“Mrs. Woolf”, dedicated to Virginia, “Mrs. Brown”, to Laura, and
“Mrs. Dalloway”, to Clarissa. Clarissa is referred as “Mrs.
Dalloway” since this is how her best friend Richard calls her, and
here an important dialogue is set between The Hours and
Mrs. Dalloway. Woolf's protagonist, Mrs. Dalloway, becomes, by
means of this dialogue between the two texts, the fourth protagonist
of Cunningham’s novel. The title “Mrs.” establishes an immediate
inter-reference, i.e., the protagonists are married and the fact that
this is highlighted in the structure of the novel strongly suggests the
relevance of their marital status to the narrative. In fact, the three
women (or four, if we include Woolf’s Mrs. Dalloway character) are
trapped in the monotony of years of marriage and question their
lives. Cunningham makes use of the stream of consciousness - one
of the main characteristics of Woolf’s work - to reveal their minds.

Virginia Woolf, the character, is portrayed in 1923, while
living in the London suburb of Richmond. She is then in the process
of creating the manuscripts of her novel Mrs. Dalloway - which still
had, by then, the provisory title The Hours; Laura Brown is a
depressed housewife in a Los Angeles neighborhood in 1959;
Clarissa Vaughan is a book publisher who lives with her life
partner, Sally, in Greenwich Village, New York City, in the late 20t
century. According to Sheila Grecco, Virginia, Susan and Clarissa
are, respectively, “the three faces of Mrs. Dalloway: the one who
writes, the one who reads and the one who lives” [6]. The novel
begins with a prologue that tells us Cunningham’s version on
Virginia Woolf’s suicide in the River Ouse, in Sussex, at the age of
59. The first chapter, “Mrs. Dalloway”, narrates Clarissa Vaughan
walking in the streets of New York City and buying flowers to the
party she is organizing for that evening; while she walks, she runs
into acquaintances, recollects the past and reflects upon her own life.
This is an explicit reference and rewriting of the beginning of
Woolf’'s Mrs. Dalloway, which starts with these words: “Mrs.
Dalloway said she would buy the flowers herself” [11, p. 5]. The
initial lines of the first chapter of Cunningham’s novel, “Mrs.
Dalloway”, are: “There are still the flowers to buy” [4, p. 9]. The
following chapter, “Mrs. Woolf” starts with the character Virginia
Woolf waking up and thinking: “Mrs. Dalloway said something
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(what?), and got the flowers herself” [4, p. 29], in which
Cunningham retells Virginia’s (fictional) process of creation of her
novel. The chapter ends with the fictional Virginia creating the first
line of her novel: “She picks up her pen. Mrs. Dalloway said she
would buy the flowers herselt” [4, p. 35]; “Mrs. Brown”, the third
chapter of Cunningham’s novel, begins with a quotation from the
beginning of Mrs. Dalloway. Laura Brown is reading the book, and
the narrative proceeds to reveal some of Laura’s dissatisfaction with
her own life: “Mrs. Dalloway said she would buy flowers herself. For
Lucy had her work cut out for her. The doors would have to be taken of
their hinges; Rumpelmayers’s men were coming. And the, thought Clarissa
Dalloway, what a morning- fresh as if issued to children on a beach. It is
Los Angeles. It is 1949. Laura Brown is trying to lose herself. No,
that’s not it exactly - she is trying to keep herself by gaining entry
into a parallel world. She lays the book face down on her chest.
Already her bedroom (no their bedroom) feels more densely
inhabited, more actual, because a character named Mrs. Dalloway is
her way to buy flowers. Laura glances at the clock on the
nightstand” [4, p. 37].

The Hours also contains a reference to the story of another
unhappy married woman: in To Room Nineteen, Doris Lessing tells
us the story of Susan Rawling, an English housewife trapped in a
boring marriage. Susan is a middle-class wife and mother who lives,
like Woolf in The Hours, in Richmond, a suburb near London. Also
like Cunningham’s protagonists (and Woolf's Mrs. Dalloway), she
has the “perfect” spouse and the “perfect” marriage; her husband
loves her and is also a friend; there are no apparent conflicts and the
dialogue between the two of them is fairly honest; yet, she is bored
and questions her choices in life. Years before she had given up a
career and an independent life in London in order to take care of a
house, her husband and children. Now she feels she has lost her
individuality and craves for being on her own. She debates between
her love for husband and children and her desire to get rid of them
all to be alone. At a certain moment, feeling completely devastated
and trapped by the routine and boredom of her life, Susan
unsuccessfully tries to open her heart to her husband. The thoughts
that cross her mind then are: “She said to herself: I've got to force
myself to say: Yes, but do you realize that I never feel free? There’s
never a moment I can say to myself: There’s nothing I have to
remind myself about nothing I have to do in half an hour, or an
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hour, or two hours... (...) She tried to tell him, about never being
free” [9, p. 2309].

Likewise, the characters Virginia Woolf and Laura Brown are
depressed and unhappy with their suburban, peaceful lives; they
miss both intellectual challenge and more control of their own lives;
they feel time going by, that they are aging but not fully living their
lives. Although they do care for their husbands, they desperately
miss freedom and resent the dependence. Virginia thoughts are
reported: “She will return to London. Better to die raving mad in
London than evaporate in Richmond” [4, p. 71]. However, these
women fear unbalancing the apparent harmony of their households
as well as hurting their loving husbands’ feelings; in the case of
Susan and Laura, they do not feel brave enough to abandon their
children; Virginia, on the other hand, is also afraid of her fragile
mental state, and hesitates in being on her own. What follows all the
frustration and dissatisfaction for these women is depression and an
urge of escaping from it all.

In The Hours, Virginia runs away to the train station and tries
to go back to London but is later reached by her husband Leonard,
who stops her. Laura Brown drives to the city and checks on the
hotel Victoria (“V-shaped”), and gets the key for room 19, a clear
reference  to  Lessing’s  short story - one  more
piece/character/reference in Cunningham’s literary mosaic. Like
Susan in To Room Nineteen, Laura feels glad for being alone for a few
hours: “She is safe here. She could do anything she wanted to,
anything at all. (...) It is possible to die. Laura thinks, suddenly of
suicide, how she-how anyone-can make a choice like that. (...) By
going to a hotel, she sees, you leave the particulars of your life and
enter a neutral zone, a clean white room, where dying does not seem
quite so strange” [4, pp. 159-160].

Like Susan, Laura considers suicide. However, differently
from the former (and from Virginia, Septimus and Richard), she
gives up the idea, incapable of taking, along with her own, the new
life that grows in her womb, for she is pregnant. Nevertheless, just
after she is suddenly filled with the comfort that there could be
other options. The epiphany of this moment reminds her she is the
master of her life, and that she can decide on either keeping it or
taking it. Cunningham’s fiction manipulates the design of her
mosaic by offering an alternative ending to the identical situation
that both Laura and Susan confront, and beautifully manages to
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puts the pieces/characters/stories /references - his own, Virginia’s
and Lessing’s - together in the following paragraph. The setting is
the hotel room (nineteen) in The Hours, where Laura Brown has her
moment of epiphany: “Still, she (Laura) is glad to know (for
somehow, suddenly, she knows) that it is possible to stop living.
There is comfort in facing the full range of options; in considering all
your choices, fearlessly and without guile. She imagines Virginia
Woolf, virginal, unbalanced, defeated by the impossible demands of
life and art; she imagines her stepping into a river with a stone in
her pocket. Laura keeps stroking her belly. It would be as simple,
she thinks, as checking into a hotel. It would be as simple as
that” [4, p. 152].

After the event, Laura goes back to her usual life. Some time
after, she leaves her home, husband and children and starts a new
life in Canada. Susan, from To Room Nineteen, cannot face her
demons and feels helpless in a trap of confused feelings, guilty,
hypocrisy, and social conventions. She feels defeated, and that she
was failed as wife, mother, woman; she has mainly disappointed
herself and chooses killing herself. Her suicide takes place in the
same room 19 of the cheap hotel where she had been spending
several afternoons alone. She once more checks in, now for the last
time: “She had about four hours. She spent them delightfully,
darkly, sweetly, letting herself slide gently, gently to the edge of the
river. Then, with hardly a break in her consciousness, she got up,
pushed the thin rug against the door, made sure the windows were
tight shut, put two shillings in the meter and turned on the gas. (...)
her legs were chilly. She got up, found a blanket folded in the
bottom of the chest of drawers, and carefully covered her legs with
it. She was quite content lying there, listening to the faint soft hiss of
the gas that poured into the room, into her lungs, into her brain, as
she drifted of into the dark river” [11, p. 2323].

As one can see, the image of the river involving the body in
the moment of suicide is not only present in To Room Nineteen but
also in The Hours. During Virginia Woolf’s suicide, it will be the
water of the river Ouse that will invade her lungs. This is how
Cunningham re-creates Virginia's death in the prologue of his novel:
“She hurries from the house wearing a coat too heavy for the
weather (...) She walks purposefully towards the river, certain of
what she’ll do (...) She herself has failed. She is not a writer at all,
really; she is merely a gifted eccentric” [4, pp. 3-4]. Laura Brown, in
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her hotel room 19, will visualize Woolf’s suicide when considering
her own choices (in the 2002’s Miramax/Paramount motion picture
The Hours, based on the novel, the image a great volume of river
water flooding the bed Laura Brown is lying on and covering her
body is beautifully showed). Susan, in To Room Nineteen will think of
a river both penetrating and involving her body while she dies.
These women believe they have failed as wives, housewives and
women, offering the reader a clear parallel between the characters.
Laura is the one, however, who makes the difficult decision of
quitting her home and family, an alternative to suicide.

Intertextuality in The Hours can be seen both in its references to
other texts - the biography of Virginia Woolf and her work, as well
as Lessing’s work - and in intratextual references, since characters
and events, apparently independent, also intertwine. Clarissa
Vaughan's bedside reading when younger was The Golden Notebook,
a novel by Doris Lessing. There are references to Septimus, the poet
of Mrs. Dalloway who commits suicide, too sensitive to bear life after
the traumas of his post-war experience. The character Richard in The
Hours, also a poet, like the character Virginia, believes he has failed
as a writer (although he has just been honored with an important
prize). He also feels his reasoning is vanishing, like Virginia, who
suffered from hallucinations, due to the illness that has taken his
body (he has A.LD.S.). The three of them feel, in a similar way,
defeated.

In the prologue of The Hours, Virginia recalls Vita (Sackville-
West), her lover in real life, while thinking of the important people
she is leaving behind [4, p. 5]. Homoerotism is also present in the
lives of other female protagonists of the novel: Clarissa Vaughan is
an overt lesbian and has been sharing her life with her partner Sally
for many years; Laura Brown is amazed by realizing her sensuous
attraction to a female neighbor; Clarissa Dalloway, in Woolf’s novel,
loved a woman in the past, Sally, and they also once hastily kissed
each other [11, p. 40], just as did Laura brown and her neighbor
Kitty [4, p. 110]. For both Dalloway and Brown the sentiments
drawn from the kissing are new and intense; both realize that they
are doomed to a life that is not, in anyway, as intense as that
moment with another woman. Nevertheless, the two women, in the
same manner, will feel the impossibility of their love for another
woman in extremely conservative times and societies, being both
expected to find a husband and depend on men, Clarissa Dalloway,
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being a woman living in the 1920’s and Laura Brown, in the 1950’s.
It will be Cunningham’s Clarissa, a character transported to the
much less conservative setting of New York City by the end of the
20th century, who will offer the possibility of a concrete relationship
with (her) Sally, and therefore this will become Cunningham’s
rewriting of Woolf’s Clarissa and Sally’s relationship. The late 20t’s
Clarissa is an independent businesswoman; she gives up the love of
a man, Richard - in Mrs. Dalloway, Richard is the man Clarissa is
married to - after kissing him one day in the street. Although
somehow attracted to him, she realizes her more intense feelings
towards women.

The characters of Sally, Clarissa and Laura will be put together
by the end of The Hours, after Richard’s death. Laura happens to be
Richard’s long gone mother who returns to her son’s funeral,
unexpectedly showing up at Clarissa and Sally’s apartment. The last
pieces of the literary mosaic are placed.

Post-modern critics and theorists have claimed that a literary
work is never original, “if it were, it could have no meaning for its
reader. It is only as part of prior discourses that any text derives
meaning and significance”, claims Linda Hutcheon, [8, p. 127]. In
this manner, Post-modern theory teaches us that every text is a
result of all the texts an author has read, and, in a similar way, the
meaning that a reader draws from a text is also the result of all the
texts the he/she brings to it from his/her previous reading and
knowledge; this system of references can be implicit and inherent to
the literary work, when the author/reader is not conscientiously
aware of that, but still the references will be there; the interpretation
of the text will very much depend on each readers experience and
previous reading. It can also be explicit, when the author
intentionally quotes/rewrites/parodizes/refers to previous texts in
order to create a new piece of literally work; in this case that reader
can perceive the intertextuality/rewriting/references, and therefore
multiple levels of interpretations of the text are generated, since
those references bring new meaning to an apparently “self-
sufficient” literary work. In this sense, Umberto Eco [5] claims: “I
discovered what writers have always known (and have told us
again and again): books always speak of other books, and every
story tells a story that has already been told” [8, p. 128]. The more
the reader can recognize these “clues”, that is, the references that
permeate the literary work, the richer will be his/her reading of the
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text. I believe that can be said about Michael Cunningham’s The
Hours. My feeling, when reading the novel - and watching the
motion picture - was that Cunningham curiously smiled at every
reader, trying to perceive whether she/he would be able to visualize
the pieces that he used to form his literary mosaic, being, therefore
tully able to appreciate the author’s process of creation.
Cunningham was certainly aware, however, that other readers
would rather appreciate the unit of his mosaic, either uninterested
or ignorant about the origin of those pieces (and I certainly did not
mention all the pieces/references he has made use of).

The Hours is, nevertheless, a sophisticated literary mosaic, and
as I have stated before, its pieces are Cunningham’s fiction and
characters, beautifully and harmonically combined with pieces
originally part of Virginia Woolf's biography and literary work,
skillfully blended with pieces/references from Doris Lessing’s work.
Moreover, the novel is filled with discourses that permeate the 20t
century, such as the reflections on changes of the role of women in
society, family patterns, the media and, on art and life. In The Hours,
Virginia Woolf becomes a fictional character and the story of one
day in her life in 1923 is permeated by the stories of two American
women and by the story of Clarissa Dalloway, the main character of
the novel she is writing - the whole narrative of the novel also
taking place in one day. Laura Brown, in Los Angeles, 1959, is
preparing a birthday party for her husband; Clarissa Vaughan (alias,
Mrs. Dalloway, nickname given by her friend Richard), in New York
in the late years of the 20th century, is preparing a party to her friend
and ex-lover Richard, a poet who is dying of A.LLD.S. and has been
awarded a prize. According to Flavio Rocha, in her comments on an
interview with the author Michael Cunningham [10, p. 47], what
successfully unites the stories of Woolf (the character), Laura Brown
and Clarissa Vaughan is the recurrent reference to Mrs. Dalloway,
which, incidentally, was the first title Woolf imagined for her novel.
In this interview to Rocha, Cunningham said: “I tried to transport to
the contemporary New York. I have even written the sequence of a
dream in which she wandered in the streets of Manhattan. One of
my oldest ambitions was (...) capturing the contemporary world -
my world - with something close to the power and intensity (...) that
Woolf brought to the London of Clarissa Dalloway. In my opinion,
one of the main qualities of literature is its ability to create amist
over the line that links past, present and future (...) I wanted my
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“campy” neighborhood in Southern California to become part of the
universe of literature (...) In the parts about Woolf, I kept the general
particulars as close as possible to real life - Virginia and Leornad
really lived in Richmond that year, and had a cook whose name was
Nelly, etc - but I was careful enough to think to myself that I was
creating a fictional character named Virginia Woolf. It would seem
disrespectful, wrong, to suppose, even in my own mind, the
thoughts and the attitudes of the real Virginia Woolf. Fiction
characters, if they are any good, belong not only to their creators,
but also to their readers, since withouth them, they have no life
whatsoever” [10, p. 48].

The Hours is certainly the result of the talent and, one can even
say, craftsmanship, of a special artistic mind. The novel is an
elaborate work of research and style, thus becoming a celebration to
the talent of Virginia Woolf. Although the novel undoubtedly has
artistic value in itself, it motivates us to read, or re-read, Virginia
Woolf - and of course, Doris Lessing, observing the different
impersonations of Mrs. Dalloway, and maybe discovering that one
of them lives in each of us.
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TONI MORRISON:
WRITING THE GREAT AMERICAN NOVEL

TATIANA CHEMURAKO

It is often said that people pursue the “Great American
Dream,” but what exactly is it? For some it is getting rich quick,
inventing something incredible, or simply living a good life and
raising a family. Many also believe that one of life’s goals is to write
the Great American Novel. This is a difficult task, for one must be at
the top of one’s craft, as well as be able to reach many people on
different levels. One such author who has accomplished this goal is
the African-American author Toni Morrison. Morrison holds a great
deal of prestige in the writing community, as she is both the winner
of the Nobel Prize for Literature (1993) as well as the Pulitzer Prize
(1988), the top honour a writer may receive. She writes about race
and other contemporary issues from a perspective that not many
readers have been exposed to. Toni Morrison has found success in
writing with tones of African-American history, folklore, and music.
As novelist, critic, professor, editor, or mentor to other writers, Toni
Morrison has had a profound impact upon the literature and culture
of the twentieth century.

Toni Morrison’s life can be seen from a number of
accomplishments and influences as more fulfilling than any master
writer could want. One influence is her childhood’s background rich
in tradition and history. A second influence was her education at
some of the best universities the country has to offer. Morrison’s life
just before writing her first novel gave her life experience which
would prove invaluable. She had the opportunity to exercise
influence over many black authors and helped to make their works
known. Also, her list of novels is impressive and well received. The
awards she received for them are proof enough of her excellent
work.

Toni Morrison was born Chloe Anthony Wofford on February
18, 1931 in the poor, multi-racial town of Lorraine, a suburb of
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Cleveland, Ohio [3, p. 361]. She was one of four children of Ramah
Willis Wofford, a homemaker who sang in the church choir, and of
George Wofford, who held a variety of jobs, including car washer,
steel mill welder, and road construction and shipyard
worker [1, p. 149]. Morrison grew up with strong influences from
both her parents and grandparents. She received a legacy of
resistance to oppression and exploitation as well as African
American folklore. Her grandparents emigrated from Alabama to
Ohio in order to “escape rampant racial violence” [3, p. 362].
Likewise, her father escaped Georgia and settled in Ohio, but found
that it was not much easier there. It is possible to see that without
the strong reminder of how life was for African-American people in
this country coming from her parents, Morrison could have grown
up unaware and unable to write the way she does now.

Literature was always an important presence in Morrison’s
childhood and youth. She was the only one in her first grade class
who knew how to read when she entered school. As an adolescent
she read widely in a variety of subjects, counting Flaubert and Jane
Austin as her favourites [3, p. 363]. Her hunger for such difficult and
involving texts at such an early age were an indicator of both her
aptitude for literature and her solid foundation in the works of great
literary authors, which will have an impact on her as she develops
novels of her own. During those years Morrison had hopes of
becoming a dancer, something greatly valued in the traditions
passed down from her grandparents and parents, but her early
reading inspired her to “capture ... specificity about the nature and
tfeeling of the culture [she] grew up in” [1, p. 157].

Morrison’s foundation and sense of self was strengthened by
the community in which she lived. She was impressed with the
cohesiveness of the small black Lorain community that parented
and nurtured her for seventeen years. Morrison thinks of it as a
“neighbourhood,” a life-giving and sustaining compound, a village
in the traditional African sense. “So people were taken care of...if
they were sick, other people took care of them; if they were old,
other people took care of them; if they were mad, other people
provided a small space for them, or related to their madness or tried
to find out the limits of their madness” [2, p. 5]. Morrison grew up
well taken care of, and her sense of community gave her pride in the
way her people could live together.
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Toni Morrison excelled in her academic school work, and
received an education that would allow her to excel in work as a
writer in the African-American tradition. She graduated from Lorain
High School with honours and went on to attend Howard
University, historically one of the most highly regarded black
colleges. She graduated from Howard with a B.A. in English and a
minor in classics. She describes her years there, during which she
changed her name to Toni, with some measure of
ambivalence [1, p. 151]. She was disappointed with the atmosphere
of the university, which, as she has said, “was about getting
married, buying clothes and going to parties” [3, p. 362]. This was a
big difference from the community in which she grew up, so to
offset the influences of these sorts of preoccupations, she became
involved in the Howard University Players and travelled with a
student-faculty drama troupe that took plays on tour throughout the
South during the summers [3, p. 363]. Her involvement in the
Drama department exposed her to playwriting and showed her
another aspect of written expression which she had not previously
known. After graduating from Howard in 1953, she went on to
receive her M. A. in English from Cornell University, and started her
teaching career at Texas Southern University, where she could begin
writing her first novels.

Morrison did not immediately start writing after graduating
from Cornell. She taught English full time at Texas Southern
University from 1955 to 1957 and returned to teach at Howard from
1957 to 1964. At Howard she met and married Harold Morrison, a
Jamaican architect; they had two sons, Harold Ford and Slade
Kevin [3, p. 363]. It was then that she became forever known as Toni
Morrison. Morrison says little about her marriage but has remarked
upon the sense of frustration she experienced during that period: “It
was as though I had no judgment, no perspective, no power, no
authority, no self - just this brutal sense of irony, melancholy and a
trembling respect for words” [3, p. 363]. She could hardly find time
to contribute to any form of writing while working full time and
trying to raise a family. Morrison divorced her husband around the
same time she left Howard, in 1964.

Morrison found herself free to write and began cultivating
childhood memories into novels. After the divorce, she took her two
sons back with her to Lorain for eighteen months. During this time
she joined a writer's group, and wrote a story that would later
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become her first novel, The Bluest Eye [2, p. 6]. It was also at this time
that she began to work in publishing, first as an editor at
L.W. Singer, the textbook subsidiary of Random House in Syracuse,
and then as a senior editor at Random House's headquarters in New
York City. While working in Syracuse, she worked on the
manuscript of what was to become The Bluest Eye, based on a
memory from Loraine of a black girl who wanted blue
eyes [1, p. 155]. In a conversation with Gloria Naylor, she suggests
that she resumed work on the novel almost as if to write herself
back into existence: “I used to live in this world, I mean I really lived
in it. I knew it. I used to really belong here. And at some point I
didn’t belong here anymore. I was somebody’s parent, somebody’s
this, somebody’s that, but there was no me in this world. And I was
looking for that dead girl and I thought I might talk about that dead
girl, if for no other reason than to have it, somewhere in the world,
in a drawer” [3, p. 363]. She sent part of a draft to an editor, who
liked it enough to suggest that she finish it. The Bluest Eye was
published in 1970.

Morrison was not familiar with writing from most other
African-Americans. She was first exposed to the true nature of
African-American oppression in the United States during her
college and early professional years. While touring the South with
the Howard Players, she witnessed the fear and repression in the
lives of Southern blacks. Many people were amazed that Morrison
could write so well in the black tradition with such little exposure to
other black writers, but she explains how she was able to make her
distinct fiction so similar yet different to the others. She says, “The
language, only the language...it is the only thing that black people
love so much - the saying of words, holding them on the tongue,
experimenting with them. It’s a love, a passion” [1, p. 159]. She took
what she had seen in her travels, drew on the stories of her parents
and grandparents, as well as what she felt in herself to write the
way she does. Morrison claims that the fact her writing resembles
other African-American writes shows that the tradition is
real [3, p. 159].

Toni Morrison had an important impact on the careers of
many other African-American writers. As senior editor at Random
House, Morrison brought a number of black writers to the
publisher’s list, including Toni Cade Bambara, Angela Davis, Henry
Dumas, and Gayl Jones [3, p. 364]. From 1967 until 1988 Morrison
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taught at colleges and Universities including Yale, Bard, the State
University of New York at Purchase, and the State University of
New York at Albany, as well as a Professorship of the Humanities at
Princeton University, which she still holds [3, p. 364].

Morrison affected these black authors the most through her
own writing. Her first novel The Bluest Eye was about a young girl
who was abused in everyway possible, and believed that everything
would be ok if only her eyes were blue. Morrison tried to
“undertake a cerebral investigation of the heroine that in the end
proved the history of making a demented personality” [2, p. 7].

Sula, published in 1973 as her second novel, contrasts with The
Bluest Eye. It lays bare the “unyielding personality of a pariah”, the
title character, who refuses to “succumb to the codes, values, and
standards of both the dominant culture and her immediate
environment” [2, p. 7]. One of Sula’s main themes, individuality,
was appropriate for the time in which it was published. Many
African-Americans could relate and try to follow the examples and
instances in the work, and it was widely popular [1, p. 156].
Commenting on the book, Morrison says, “What we blacks have to
do is reintroduce ourselves to ourselves. We have to know the past
so that we can use it for now” [2, p. 8]. In Sula Toni Morrison
explores the friendship of two young girls in the small town of
Bottom. However, it is not their friendship that is so compelling but
how they are such opposite in the way they relate to other people, to
the world around them and toward each other. Theirs is a symbiotic
relationship; one, without the other, will not suffice in its existence.
Only the combination of both characters succeeds in constructing a
solid identity for one another. Together they form a solid working
unit.

Samuels claims that the main theme of her third novel, Song of
Solomon, is that “truth compels one to get in touch with his or her
heritage in order to comprehend and appreciate one’s true
self” [2, p. 8]. Morrison is trying to do with this novel what her
parents and grandparents did for her: reveal the importance and
significance of the traditions of one’s people to the individual self.

In her fourth novel, Tar Baby, Morrison produced a “truly
public novel about the condition of society, examining the
relationships between whites and blacks, men and women,
civilization and nature circa 1981” [1, p. 160]. She tries to teach
others to widen their horizons and see things not just based on race,

98



but on all other aspects of our world. She may no longer be in the
classroom, but she still is trying to teach.

In her fifth novel, Beloved, Toni Morrison once again focuses on
the importance of history and heritage. She unmasks the horrors of
slavery, and depicts its aftermath on African Americans. The story is
perfect for all who did not experience nor could imagine how it was
to be an African American in America circa the 1860’s. Beloved lends
a gateway to understanding the trials and tribulations of the modern
African American. The novel has many things that occur that are
very striking, most of which have to deal with the treatment of the
African Americans. The book as a whole is very disturbing, and
even shows to what lengths African Americans were willing to go to
avoid enslavement of themselves or their children. In the novel the
most extreme case of someone avoiding enslavement comes from
the main character when she attempts to kill her children.

Her sixth novel, Jazz, takes place in Harlem and shows how
important music is in one’s culture. Jazz is the story of a triangle of
passion, jealousy, murder and redemption, of sex and spirituality, of
slavery and liberation, of country and city, of being male and
female, African American, and above all of being human.

Toni Morrison’s seventh novel, written in 1998, is titled
Paradise. It is overpowering in its narrative drive, its poetic
resonance, and its unique approach to the black experience.
Morrison introduces an enormous number of characters, and
imagines immensely complicated relationships in creating the life of
an entire town, from its founding to the disastrous events that force
it to face up to harsh realities. The basic tenets of Christianity and
the hope of redemption and resurrection figure prominently in her
story. This is a large menu, but Toni Morrison is a most
accomplished chef. What she has produced here is food for the soul
with exotic touches.

Love, Toni Morrison’s latest novel, is an exploration into the
deepest regions of these most complicated of human emotions.
Culture and society are rich in examples of how mere mortals have
always attempted to understand the animal attraction between two
people and, in doing so, to rationalize the essences of passion and
romance. Ancient myths, poems, plays, novels, songs, folklore, fairy
tales, film, advertising and popular culture in general all reflect
peoples” preoccupation with love and its dizzying impact on the
human psyche; both lover and beloved are equally bewildered by its
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bewitching spell. In a recent interview Morrison said, “I was
interested in the way in which sexual love and other kinds of love
lend themselves to betrayal. How do ordinary people end up
ruining the thing they most want to protect? And obviously the
heart of that is really the effort to love.”

Toni Morrison’s success is evident in the numerous awards
she has won. She has won the Melcher Book Award, Elmer Holms
Bobst Award, as well as the Chianti Ruffino Antico Fattore
International Literary Prize. Song of Solomon won the National Book
Critics Circle Award and the Friends of American Writers Award, as
well as the American Academy and Institute of Arts and Letters
Award [1, p. 164]. In 1988 she won the Pulitzer Prize, one of her
most cherished awards for her work on Beloved. Then in 1993, Toni
Morrison became the eighth woman, and first black woman to
receive the most prestigious award a writer may receive: the Nobel
Prize for Literature. Then in 1996, she received the National Book
Foundation Medal for Distinguished Contribution to American
Letters [1, p. 164].

Whether as novelist, critic, professor, editor, or mentor to
other writers, Toni Morrison has had a profound impact upon the
literature and culture of the twentieth century, both in the United
States and around the world. Her narratives make visible stories
that might otherwise have been lost, and eloquently represent the
complex workings of oppression, resistance, and tradition in African
American communities, past and present.
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CKA3KA O CI{IHEVI bOPOLE
B ®PEMVMHNCTCKOWM MHTEPITPETALIVN
AHJIKEJIBI KAPTEP

AHACTACUII MATYCEBMY

Angela Carter’s splendid story “The Bloody Chamber”, published in her short
story collection of the same name, is a thrilling, Gothic, perverse version of the Blue
Beard fairy tale, with deep insight into the nature of a maniac, serial wife killer and a
wonderfully created gallery of outstanding woman characters. Carter’s rich
imagination and lush, sumptuous, purple style help her to play with the reader,
juggle with the tradition, apply to the unconscious, creating a distinctive, sensual
world of desire and fear, love and death.

CeronHs Bpsq, V1 BO3SMOXXHO TOYHO OIIpee/INTh TOT JTaJIeKVil
MOMEHT B MICTOPUM YeJIoBedecTBa, KOIzla IIoABIachk ckaska. OmHako
yXKe ThICSTUelIeTVsAMI JIIOOM COYMHSUINM VI COUMHSIOT, epedaroT U3
IIOKOJIEHVII B IIOKOJIeHWe cKasKu. (DeHOMeH CKasKy, ee
HeOoOBbIYalIHas IIOIYJIIPHOCTh ¥ CWJIAa BO3JIEVICTBUS IIPUBJIEKAIOT
MHOIVIX COBPeMeHHBIX IIVcaTesIel, v JuTepaTypa XX BeKa - gpKoe
TOMy  JoOKasaTelbcTBO. KaXOpll Troj  HOSBIISIOTCA  HOBBIE
JMTepaTypHBIe CKa3KW UIA JeTeVl VI B3POCIIbIX; JIEMEHTBI ITO3TVKN
CKa3KM aKTMBHO «OCBaMBalOTCs» B IIPOU3BeeHNsIX XXaHpa (paHTe3;
MHOTOYMCIJIEHHBIe Tejle- ¥ KMHO3KpaHM3aluyl [ealoT CKa3Ky
YacThIO MaCCOBOVI KYJIBTYPHBI. [Ij1s1 MHOIMX TIvcaTesient obopalieHme K
KaHpPYy CKa3Ky, K CKa304HBIM CIOKeTaM ¥ IepcOHa’kaM CTaHOBWTCS
YacTbIO TBOPUYECKOro MeTo/a.

Ocobpmm  mHTEpec K cKaske mposBwmm B XX Beke
demmuMCcTCKME TMcaTeIpHMIIBL. CTpeMsACh OTpasuUTh B JIUTepaType
COBpeMeHHOe >XeHCKOe MIPOBO33peHIe, OHM O0paTwINCh K CKaske
KaK K Ba’KHeVIIIeMy IJIs1 BOCOUTaHM [eTell XaHpy JInTepaTypsl. B
70-x romax XX BekKa HOSBIAIOTCA (PEeMUHMUCTCKMEe CKasKu -
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IIpOM3BeIeHIIsI, COXPaHSIOIe, C OOHOV CTOPOHBL, IIO3TVKY CKa3KM,
a C JOpyrou - KpUTUKYIOIIMe HeraTMBHBbIe IIaTpuapxaTHbIe
CTepeOTWIIbI, 3aJI0KeHHBIe BO MHOIMX TPaAMIMIOHHBIX CKa3Kax. B
pabote The Subversive Value of Feminist Fairy Tales I>xomy Pemxert
(Jody Regel) mepeumncrisier OcHOBHBIE IIOJOOHBIE CTEPEOTUIIBI U
IIoJTYepKMBaeT VX IaryOHoe BiIMsIHMe Ha IeTCKyIo Icuxuky: «Girls
learn through these stories that their value lies in their looks and
that the way people look naturally determines the way they behave.
They also conditioned through these tales to become passive and
unadventurous - to wait for their charming prince to arrive and
save them from the limbo and insignificance of their lives... In the
same way young boys are obviously also influenced by fairy tales
into believing that only certain qualities are important in a wife and
that they have to treat women as subordinate and fragile. They are
in no way taught to deal with women as equals or even as
significant others» [4].

Ckaska IIpesiocTaBwIa nvicaTeIbHUIIAM-PeMIHMICTKaM
IUIONOTBOPHOE IMOjle I [esTeJbHOCTM KaK B OTHOIIeHUNU
TeMaTuKy, Tak u npooseMarukn. CwieBus IDiat (Sylvia Plath),
Mapraper OtByn (Margaret Atwood), JInmzan Myamwiep (Lisel
Mueller), Cannpa I'ibept (Sandra Gilbert), I'sern Itpayc (Gwenn
Strauss), JIuz Jloumn (Liz Lochead) m Ombra Bbpoymac (Olga
Broumas) wncrnosbe3yloT cka3ouHble MOTMBBI B I1033um. Ocoboro
BHVUMaHM 3acily>XMBaeT II03TWYecKmui cOOpHMK AHHBI C3KCTOH
«IIpeBpamennsi» (Anne Sexton, Transformations), THe aBTOP
CaTUPUYECKN IIePeOCMBICIAeT TPAaUIIMOHHbIe cKa3Ky. CKa3ouHBIM
MOTVMBaAM OTBefleHa IIepBOCTElleHHass POJIb BO MHOTMX pPOMaHax
Mapraper OtBYya, Amvc Xodpman (Alice Hoffman), Karpun [3Buc
(Kathryn Davis), Cycannst Myp (Susanna Moore), Antonun barter
(A.S. Byatt), B pacckasax Capsl MamisHz (Sara Maitland), Mapuser
Yoprep (Marina Warner) n DOmwmbr [JoHoxpto (Emma Donoghue).
VHTepecHBIe PabOTEI MOXKHO HAWTH B XXKaHpe «fantasy», HarpuMep,
y Hemmu Ilepman (Delia Sherman), ITatpucum MaxKwommn
(Patricia McKillip), Pobra MakKuru (Robin McKinley), Taaut JIn
(Tanith Lee), Ixena Vosen (Jane Yolen), lleppu Termep (Sherry

Tepper) u mp.
Anmxera Kaprep (Angela Carter, 1940-1992) crana onHom m3

IIEPBbIX q)eMT/IHT/ICTCKT/IX ImcaTeJIbHIL, KOTOpasl B CBOEM TBOpUYECTBE
06paTr/mac5 K CKa304YHOV TeMaTWKe. HOHI‘OG BpemMsl IvcaTeJIbHUITa
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msydasia OJIBKIIOP pasHBIX CTpaH (eBPOIIEVICKMX, a3MaTCKUX,
ceBepOaMepUKaHCKMX); OHa cAejlaJla COOCTBEHHBbIE IIepeBOJIbI
MHOIMX CKa3oK (B Tom umncie, ckasok Ilapnsa Ileppo) Ha
AQHITIMVICKUV A3BIK, M3/lajla HeCKOJIbKO aHTOJIOIMV CKa30K HapOIOB
Mupa. Yxe B cBoeM paHHeM TBopuecTBe A. Kaprep oOparraercs
IOpeBHerpeueckmM w Oubienickum wMumdaM, WMcciIenys CMBICTI,
CKPBIBAIOMINVICSI 38 BHEIITHEVI XOPOIIIO M3BECTHOVI CIO)KETHOVI KaHBO
Muda. CkazouHble MOTMBBI M TepoM ITPUCYTCTBYIOT BO MHOIMX
poMaHax ImmcaTessbHMIBL. OfnHako HanOosiee IOJIHOe BOIUIOIIEHVIe
CKa3ouHasg TeMaTMKa HaxOAUT B ee Oosiee IO3IHEM TBOpYeCTBe, B
pacckasax HVCaTeJIbHLIBL, KOTOpPBbIe MOJXKHO Ha3BaThb
COBpeMeHHBIMY (PeMVHVCTCKMMY CKa3KaMI.

1 ocranoBITIOCH TTOITPOOHEe Ha pacckasze «Kposasast KoMHaTa» -
LIeHTPaJIbHOM B OTHOMMeHHOM cOopHMKe mvicaTersbHMLIBI (The Bloody
Chamber, 1979). «KpoBaBasg KOMHaTa» - 3TO OfHa W3 CaMBbIX
OPWUIMHAJIBHBIX W TOHKMX WHTepIIpeTaluii 3HaMeHWUTOM CKa3Ku O
Cunenn bopope. XKXyrtkas serenna o Cumnenn bopome BosHuKIa BO
@pannum B 310xy paHHero CpenHeBeKOBbsl, OHa IepelaBalach M3
IIOKOJIeHMsI B IIOKOJIeHVe (paHIy3CKMM HapodoM KaK cTpalllHasd
roBectb 00 omHOM M3 OpeToHCKMX Koposten. Ilo omHOm Bepcum,
Cunenn bopomont 6vu1 Mapman Xwie ge Ps, xoropen yOwmsas
MaJIEHBbKVIX MaJIbUMKOB 13 OKPEeCTHBIX JIepeBeHb U Belllajl CBOMX XKeH.
Hpyrue oroxnectsisym CuHioro bopony ¢ OpeToHckMM Kopoiiem
Kynmapowm, xusiiem B VI Beke, KOTOPBII yOMBaJI CBOMX JX€H, KaK
TOJIBKO Te 3abepeMeneror. B dompxiiope npyrux Haponos
CYIIECTBYIOT CKa3KM C IIOXOXVMM CIOKeTaMV O AbsIBOJIBCKMX MY KbsIX
M JDKMBBIX IIOKJIOHHMKax, OOMaHOM 3aBJIeKaloIIMX HeBMHHBIX
JleByIIIeK, YTOOBI JIMIITUTD X HEeBMHHOCTM Wi Xn3HNU. B xoHIte XVII
Beka Jieregonn o CuHent bopope 3amHTepecoBasica dpaHITy3CKui
yicaTesib, HO3T M KpUTKK, wieH DpaHIty3ckot AKageMny, BUIHBIA
KopoJsieBckuil YMHOBHUK 1 coBeTHUK JK.b. KonbOepa Illapis Ileppo
(1628-1703). Omnmpasce Ha HapomHble ckaszaHwus, Illapis Ileppo
CO3[1aJI CBOVI BAapMaHT CKa3KM, KOTOPBIVI U CTaJl HartOosiee M3BeCTHBIM.
Bxparme, ckaska Ileppo moBecTByeT O HeByIIKe, KOTOpas BBIXOAWT
3aMyX 3a Ooraroro ¢paHIly3CKOro ABOpsHMHA C OTBPaTUTEIILHOV
CUHer1 OOpOIIOV 1, HeCMOTPsI Ha 3allpeT MY>Ka, BXOAUT B 3aIllPeTHYIO
KOMHATy ¥ OOHapyXuBaeT TaM Tejla HIpeAbayminx >xeH CuHen
Bboponer. 3a mobombiTctBO M Hemocyiranme Cunsas  bopona
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TOTOBUTCSL YOUTh MOJIOAYIO XKeHY, HO eVl Ha IIOMOIIIb cIellaT OpaTbsd
11 yOMBaroT KpOBOXKaHOIO MyKa.

Ota ckaska llapna [leppo (kak m gpyrue ero ckaskm) vMeer
psil  OTJIMYUTESIBHBIX YepT: CTWIb IIMcaTellst W3dIleH, TOH
OCTPOyMeH, HO IOyuMTeJleH; TepOMHs IlacCMBHa ¥ 0e3BOJIbHA,
COBEpIIIEHHO He CIIocoOHa BBI3BOMIMTH cebsi 13 Oerpl, HajeleHa
MHOIVIMV IOPOKaMM, B TO BpeMs KaK repovl CKa3KM IIpeJICTaB/IsgeTCs
IIPaKTUYeCcKy VileaJIbHbIM, €ro AeVICTBMSA He IIOABepraroTcs HU
MaJslemIieyl KPWUTUKe CO CTOPOHBI aBTOpa. ODTU OCOOEHHOCTU
OTpakaroT TpagVLVIOHHOe naTpuapxaTHoe MBIIIUIEHNE,
BOIwIOTMBIIeecst B cKaske o Cwunernt bopome. Anmxena Kaprep B
pacckaze «KpoBaBass KOMHaTa» IIepeOCMBICIISIET 3Ty CKasKy C
rosuLmny peMmHmM3Ma.

Croxer «KpoBaBom KOMHaTbl» Ha COBPEeMeHHBIV Jiaf
ITpaKTIYeCKy ITOJTHOCTBIO IIOBTOPseT croXeT ckaskm o CuHent bopone
[Mapia Ileppo: yxaxmBanme Mapkmsa 3a IOHOWM CTYHEHTKOW
KOHCepBaTOpMM, >XeHUTbOa ” yeOyHeHWe B OpPeTOHCKOM 3aMKe
Mapxkmsa, oTpe3; MyXa MO AejlaM cpasy e IIocjie OpadyHOV HOYW,
3aIlpeT MCIOJIb30BaTh TOJIBKO OHMH MaJIeHbKUI K04, HapylleHVe
3aIIpeTa, OHMCcaHVie KPOBaBOVI KOMHATBI M TeJl HPeNbIIyIInX >XeH
Cunenn bopozmpl, HecmbIBaeMoOe IISSTHO Ha KIIO4Ye, HeOXMIaHHOe
BO3BpallleHVe My>Ka, HeCOCTOSIBIIAsICA Ka3Hb ITPOBVHMBIIIEVICS JKEeHBI.
Opnnako y Anmpkerisl KapTep pacckas cTaHOBUTCS HaMHOIO OoJIblile
110 00BeEMY 3a CUeT 3HAUMUTENIBbHOV JeTaiM3allui TPaJuIIMIOHHOIO
CIO)KeTa, OIMCaHVId MOTMBALIIM IIOCTYIIKOB TIepoeB, HpPVIBHECeHW
peayii COBPeMEeHHOCTH. YBeJIMIMBaeTCs KOJIMYeCTBO OeVICTBYOIINX
jLl, (IOSIBJIAIOTCS. CJIYTM M 00pasbl )keH Mapkusa, HAHS TepOVHY,
CJIETION HACTPOMIIVIK IIMAHVIHO U np.) VI CIOKE€THBIX JIMHUV BTOPOTO
IUIaHa, HaIpuMmep, [00aB/ISIOTCS  OTHOLIEHMS TepouMHU U
HaCTPOVIIIMKA MVaHVHO, OIIVICAHVe XXVU3HM MaTepu repouHmn. Pacckas
npuoOperaer o0mMK He ckaskm o Cwunennr bopome, a Hosou
demMmHMCTCKOM CKa3ky OO0 OTHOIIEHMSIX MeXIy MYXIMHOVM WU
JKEHIIVHOV, 00 OITaCHOCTSAX, TadIlMXCs B 3aMy>KeCTBe, O MaHBbsIKe,
KOJUIEKLIVIOHMPYIOIIIeM Tejla CBOMX MEPTBBIX JXXeH, O KpOBaBOW
KOMHaTe ¢ O0MTarOIIMIM TaM JIylIaMi HeCUaCTHBIX JKeHIIVH.

[IpupgepxuBasdch  TPagUIIMOHHOIO  CKa304YHOIO  CIOXeTa,
Anmpxerna Kaprep B TO e BpeMs MICKYCHO pa3pylllaeT ero yCJIOBHOCTb
" cka3zouHOCTh. CloXXeTHasd JIMHMA 00 yZauHOM 3aMykecTBe OemHOV
TaJIaHTJIMBOV AeBYIIKM 1 Ooratoro Mapkmsa pasBopaumBaeTcs Ha
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doHe KOHTpacTHOW WCTOPWM XWM3HM MaTepyu TepoOVHN: I0Yb
OoraToro WMHOWIICKOrO IUIAHTATOpa cOeraer ¢ paHIy3CKIUM
oduiiepoM, oOpekas cebst Ha OemHOCTh paam yoOBu. VlcTopus
MaTepy yXXe C CcaMOro Hauaja pacckaza OpocaeT COMHUTEIbHBIV
OTTEHOK Ha CKa304YHO y[a49HOe 3aMy>XeCTBO [ouepu. BBenenHme B
II0BeCTBOBaHVIE PeaJInii COBPEeMEHHOCTI pa3pyllaeT TPaguLIOHHBIN
CKa30YHBII XPOHOTOIl: Mapkm3 BeleT CBOIO HEBECTy Ha OIepy
«Tpucran mn V3ombpma», mocie cBagbObl MYX CPOUYHO ye3XaeT IIO
nemam B Heto-Vopk, xena Gonraer mo TermedoHy ¢ MaTepbio,
KoTopas ocrasiack B [lapwrke... Takke moMmoraer 1eKOHCTPYMpPOBaTh
TPaAMIIVOHHYIO CKa3Ky IIpVeM COeIVHEHMs IIPUMET pPasHBIX 3I10X,
KOTOPBIVI sipue BCEero MPOsBIIsieTCs B OIVICAaHMM KOJUIeKIy Mapkmsa:
«He had amply indulged his taste for the Symbolists, he told me with
a glint of greed. There was Moreau’s great portrait of his first wife,
the famous Sacrificial Victim... Ensor, the great Ensor, his monolithic
canvas: The Foolish Virgins. Two or three late Gauguins... his
marvellous inheritance of Watteaus, Poussins and a pair of very
special Fragonards... Here is the key to the china cabinet... there’s a
king’s ransom in Sévres in that closet, and a queen’s ransom in
Limoges» [1, p.123-124]; «A lectern, carved like a spread eagle that
held open upon it an edition of Huysman’s La-bas...Eliphas Levy; the
name meant nothing to me. I squinted at a title or two: The Initiation,
The Key of Mysteries, The Secret of Pandora’s Box, and yawned. Nothing,
here, to entertain a seventeen-year-old girl waiting for her first
embrace» [1, p. 120]. O4eBuIHO, YTO aBTOpP HE TOJIBKO ITPMBOINT
pea/lMy pasHBIX 3II0X, HO M WrpaeT C 4YuTaTesleM, IIpecKasblBasd
JaJIBHENINNII X0 pa3BUTHs cCioxera. VIrpa c umraTesieM, oOMaH
OXMIaHMs, TeKCTya/lbHble 3arajgkil - 3TO OAMH W3 JIFOOMMEVIIINX
IIpUeMOB  IIMcaTeJIbHUIIBL. TyT e ¥ wWrpa C Tpaauluen.
Bermkosnennnoe 3HaHMe (QosbKiIOopa, MMUEQOB W JIereHJ pPa3HbIX
HAapOIOB W PEeIUTMI II03BOJISIeT IIVCATeJIbHMUIIE JKOHIJIMPOBATH
Pa3/IMYHBIMIU CIOKETHBIMM MOTMBaMM, IIPOBOOWUTH HeOXMIaHHbIe
Iapajulest, HaXOOWTb WHTepeCcHble acCoIMarmy, Iperyiaras
YyTaTet0 aJbTepHATVBHBIE BapMaHTBI PasBUTHS ClOXeTa. Tak, B
nHTepnperatuu  Axmkensl Kaprep croxer o Cunen bopope
rproOpeTaeT HeOOBUAMHYIO SPKOCTh, CJIOKHOCTb, MHOTOTPaHHOCTD
Orraromapsi IepeIUIeTeHMIO C IpeBHerPedYecKov JIETeHION O SIyKe
[Tanmopsl, c @paHIy3CKMMM CpeqHEeBEKOBBbIMM JIeTeHIaMU O
KPOBOXXAQ[THBIX OPETOHCKMX KHS3bSX, C OMOJIeTICKMM CIO)KeTOM O
Hapymenun Esont boxbero 3anpera. Tak, nesymika, koropyto ILlapis
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Ileppo HamemwI TOJIBKO TaKMMM OTIMYUTEIBHBIMU UYepTamy, Kak
ype3MepHOe JIIOOOIBITCTBO M HemodIyinaHne Myxy, y A. Kaprep
CTQaHOBUTCSL ~ JXEpPTBOM  MaHbsIKa,  KOTOpass  MY>XeCTBEHHO
IIPOTMBOCTOUT CBOEMY yOuiiIle, HO B TO XKe BpeMsi IIOHMMaeT, YTO OHa
yXe OpUla oOpeueHa, UTO OHa JIMIIb BBIIOJHSUIA CBOIO POJIb B
3JI0BellleVl UT'pe CBOero My»Ka, I7le Bce (M yxakuBaHMe, 1 )KeHUTb0a, 1
KITIOY, ¥ TIOCHENIHBII OTBhe3]) OBUIO TIATETPHO IIOACTPOEHO.
ITopcTpoeHo 1 TOTO, YTOOBI TTIOUTpPaTh CO cBoemn keptBoit: «I had
played a game in which every move was governed by a destiny as
oppressive and omnipotent as himself, since that destiny was
himself; and I had lost... Lost as the victim loses to the executioner»
[1, p. 137]. Ona crernasa jauIIb TO, YTO JOJDKHA ObUIa CeslaTh, Kak
EBa:

«'I've done nothing; but that may be sufficient reason for
condemning me.’

“You disobeyed him,” he said. “This is sufficient reason for him
to punish you.”

‘I only did what he knew I would.’
‘Like Eve,” he said» [1, p. 140].

B ommume oOT TpagMIIMOHHOIO CKa30YHOIO HappaTwBa, B
«KpoBaBo11 KoMHaTe» ITOBeCTBOBaHMe BelleTcs OT JIVila FepoMHU (OHa
BCIIOMVHAeT CTPaIlIHYK WCTOPUIO CBOEro 3aMyXecTBa), YTO
II03BOJISIET IIepeaaTh >KEHCKMV B3IVISL Ha IIOJIOKEHMe Bellen.
[epoviHa He TOJNBKO pacKpbIBaeT 4YUTATeIIIO CBOM YYBCTBA MU
HepeXnBaHMs, COKPOBEHHBIE MBIC/IVI, HO U IIEPEHOCUTCS MeUYTaMI B
Oynayiiee, Bo3BpalllaeTcs B IIPOIUIOe, Yepedys BOCIOMMHAHUSA U
Me4UThl ¢ HacTosdmmM. Takas wurpa co BpeMeHeM HeBO3MOXHa B
TpaAMIIMOHHON cKa3Ke. TakuM IOCTyIaTeIbHBIM CIIOCOOOM, IIar 3a
ImaroM, [JoOaBiisis Bce HOBble [eTali B  IIOBeCTBOBaHMe,
caTeIbHUIIA OCBeHIaeT y)Xe 3HAKOMBIVI CIOXKET C HeOXMIaHHOM
CTOPOHBI, IIOAYEPKMBAET HEOXMIAHHbIE aCleKThl, CO3/IaBasi HOBBIVI,
SIPKWV, BbI3bIBAIOIIle-UyBCTBEHHBIV 1 YCTPallaromii peMUHMCTCKIUI
BapMaHT TPaAVIIMOHHOIO HAaTPMAaPXaTHOTO CIOXKeTa.

HexoHcTpykumsa ckasky o CuHent bopoze Ha ypoBHe cucTeMBbl
IlepcOHaXKel IIpeJijlaraeT MHOI'O BO3MOJXKHOCTEV I YCIIeIIHOIO
paspyllleHuss ~ TeHIepHOro  CTepeoTuIa,  3aJ0OKeHHOro B
TPaJVLIMIOHHBIX ITaTpMapXaTHbIX cKa3kax. AHmkesia Kaprep B cBoent
VHTepOpeTalMy  Co3daeT LeJblll  psifi  CWIbHBIX  JKEHCKMX
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XapaKTepoB, pas3pylIiaeT MIabIOHHOCTb TPAIMIIMOHHBIX CKa30UHBIX
repoeB, MeHseT IIPUBbIYHbIE POJIV IIEPCOHAXKETA.

B mepByro odepenp, mucaTeIbHMIIA BO3BpalllaeT B CKa3Ky
oOpa3 MatTepu, KOTOPBI TPagMIIMOHHO OTCYTCTBYeT WIM JIMIIb
cxeMaTMYHO HaMeueH B OOJIBIIMHCTBe cKasok. Anpkerra Kaptep
IIPUBHOCUT B  paccka3 «KpoBaBag  KOMHaTa»  CUJIBHBIN,
HeIIOBTOPMMBIV 0Opa3 Matepu repomHn. Cama MCTOpUS ee XU3HY,
KOIJla OHa OTKas3ajach OT OoraTom CIIOKOVHOWM XWM3HU [I04epu
IUIaHTaTOpa paay JIoOBM K OegHOMy odwuilepy, OpocaeT BBI30B
YCTOSABIIVIMCSL IaTpUapXaTHBIM IIOHSATMSIM O Opake U ceMbe.
ITostomy B wmHTepriperaumy AnmKensl Kaprep viMeHHO MaTh, 1
HVKTO JIPYTOV, CIlacaeT TepOVHIO U ee «IIpuHIa» oT Meda CuHen
Boponer: «You never saw such a wild thing as my mother, her hat
seized by the winds and blown out to sea so that her hair was her
white mane... one hand on the reins of the rearing horse, while the
other clasped my father’s service revolver and, behind her, the
breakers of the savage, indifferent sea, like the witnesses of a furious
justice» [1, p. 142].

I'epousM MaTepm oOKasbIBaeT CBOe BJIMISHIME ¥ Ha XapaKTep
mouepy, KOTopasi yXe HMKaK He MOXeT OBITb pOOKOV, ITacCHBHOW
repousernt: «Until that moment, this spoiled child did not know she
had inherited nerves and a will from the mother who had defied the
yellow outlaws of Indo-China. My mother’s spirit drove me on, into
the dreadful place, in a cold ecstasy to know the very
worst» [1, p. 131]. Tak B cBeTe durypsl cpoeit MaTrepu IepOVHs
IIpeficTaBIIsieTCs Oojiee My KeCTBeHHOV 1 aKTYBHOVL.

Ob6pa3y MaTepu B «KpoBaBoiz KOMHaTe»
IIPOTMBOIIOCTaBJIsIeTCs 00pa3 crapon HsHM repovHU. Eciim MaTh He
omobpster Opaka [ouepw, TO HSHSA IIPOCTO CYACT/IVMBA, YTO ee
JeBoYKa CTajla Mapkmsoil. HsHg BepuT, 4TO ee BOCHMTaHHMIIA
HallUTa CBOErOo IIpeKpacHOTO IIPMHIA, M ee JXAeT [ojras u
cYacT/MBas XXVM3Hb BMecTe ¢ MyXeM. OfHaKO «IIpVHI]» OKa3bIBaeTCs
XJIaJTHOKPOBHBIM y6vn71uer71, YTO  IPOCTO  HEBO3MOXHO B
MUPOIIOHVMAaHUM CcTapom Jobpomn crapymkm: « ...she died soon
after. She had taken so much secret pleasure in the fact that her little
girl had become a marquise; and now here I was, scarcely a penny
the richer, widowed at seventeen in the most dubious circumstances
and busily engaged in setting up house with a piano-tuner. Poor
thing, she passed away in a sorry state of disillusion! » [1, p. 143].
Ckopast cMepTb HSAHM CHUMBOJIM3MPYET pa3BeHYaHWe VIUIIO3U,
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paspyleHue JIO>KHBIX CTepeOoTUIIOB, IIpVBVBaeMBbIX
TPaOMIIMOHHBIMM  CKaskamu. [J1laBHass  repowHsi,  HaMBHad
CeMHa/lIaTWIETHsAsT MeByIlIKa, BOCIWTaHHas Ha CKasKax HsHH,
OXMJIaeT CKasKy M OT CBOEro 3aMy>KeCTBa, KOTOpOoe Ha caMOM [iejle
rposur em cMmeprbio. Tak Amnmkerna Kaprep kxpurmkyer
TPaAMIIMOHHYIO CKa304HYI0 (OpMyJly CYaCTJIMBOIO M YIAYHOTO
3aMy’kecTBa OoraToro IIpmHIIa ¥ OeIHOV KpacuBOWM IeBYILIKY,
Ipezylarasi CBOVI BapVMaHT B3aVMOOTHOIIIEHWII, I7le IJIaBHYIO POJIb
UrpaeT MMeHHO JII000Bb, AyIlleBHOe [IOHMMaHVe Y eUHCTBO.
Kputuke monsepraercst 1 caM I1aOJIOHHBIT 00pa3 CKa304HOM
repoviHu, TIIaccuBHOWM, IopouHon, Kak y Illapma Ileppo. B
mnHTeprperany AHKersl KapTep reponHs cTaHOBUTCS >KepTBOW
Cunenn bopompl, HO >XepTBOWI aKTMBHOWV, CMeJIOV, [Oep3KOVL.
Cka3ouHBII O0pa3 IlepecTaeT OBITH YCJIOBHBIM, CXeMaTUYHBIM WU
oOpeTaeT XM3HEHHOCTb, APKOCTb ¥ IIOJIHOTY BoIUIOLIeHMsA. Takue
CWIbHBIE JKeHCKIe 0Opasbl — OJIHA 3 BaXHEWIINX OTINYINUTEIbHBIX
JepT IIPOM3BeIeHNI IcaTeJIbHULIBL, B «KpoBaBor KOMHaTe» Kpome
IJIaBHOVI T€POVIHU U ee MaTepy, B 3TOT PsL BXOHAAT Takke oOpasbl
npenpiaymmx xeH CuHent bopombl, KaXmasi M3 KOTOPBIX ObLIa
3BEe3/I011, SIPKOVI, HEIIOBTOPVMMOW JIMYHOCTBIO: IIepBasi >KeHa ObuIa
TaJlaHTIMBOM omlepHoy nepuuen: «That sumptuous diva. I had
heard her sing Isolde. With what white-hot passion had she burned
from the stage! So that you could tell she would die
young» [1, p. 114]. Btopas xeHa - 3HamMeHWUTass HaTypIUINIIa,
«...everyone painted her but the Redon engraving I liked best, “The
Evening Star Walking on the Rim of Night'...her skeletal, enigmatic
grace» [1, p. 114]. Tpetbs xeHa, pyMbIHCKasl rpadpuHs - «a lady of
high fashion... the descendant of Dracula... I remembered her
pretty, witty face, and her name - Camilla... The sharp muzzle of a
pretty, witty, naughty monkey; such potent and bizarre charm, of a
dark, bright, wild yet worldly thing» [1, p. 113]. B cBoro rasepero
KpacuBbIX JKeHIIMH Mapkms cobupasicss [00aBUTH ellle OHY
rpamyuo - OelHYIO CTYAeHTKYy KOHCepBaTOPUM C COBEpPIIEeHHBIM
MY3bIKaJIbHBIM CJTYyXOM U M3yMWUTEJIbHOV UI'POVI Ha ITMAaHMHO.
ITepconaxn Amnmxensl Kaprep, B ommmume OT CKa304YHBIX
repoes, IIOJIy4aloT OoJiee IOJIHYIO BHEIIHIOI ¥ BHYTPEHHIOIO
XapaKTepUCTUKY, KOTOpast OTJIMIaeTCs TICVIXOJIOTI3MOM,
BHVMMaHVEeM K CaMbIM IIOTa€HHBIM MOTVBaM IIOBefleHNs repoes (3T
4epThl, KaK IIpaBWIO, IOJHOCTBIO OTCYTCTBYIOT B HapOIHBIX
ckaskax, a y Illapma Ileppo oHM HOBOJIBHO HOBEPXHOCTHBI W

108



CXeMaTWYHBI). OtriramrensHOM qyepTon IIepCoOHaXem
IyicaTesIbHULIBL, OCOOEHHO KeHCKIMX 00pa30B, SIBJISI€TCS TO, UTO OHU
00s13aTeJIbHO XapaKTepU3yIOTCsS ¥ B OTHOIIEHUM CeKCyaIbHOCTU U
YyBCTBEHHOCTY, [I€BCTBEHHOCTM WM paciyTtHocTi. Hamnpumep,
IJIaBHAasi TepOVHS paccKas3a BUAUT cebds ri1asamu Myxa: «And I saw
myself, suddenly, as he saw me...and I sensed in myself a
potentiality for corruption that took my breath away» [1, p. 115].
Tax Anmxerna Kaprep BBOOUT B jMTepaTypy 3alpeTHYIO TeMy
KEHCKOW ~ CeKCyaJIbHOCTV, UyBCTBEHHOCTV, KOTOpasi BeKamu
IIOJIHOCTBIO UTHOPVPOBa/Iach B IIaTpuapxaTHOM OOIIecTse.

Taxnm oOpazom, Axpxerta Kaprep B KopHe M3MeHsIeT cucTeMy
riepcoHaxen n3 ckasku lapisg Ileppo: sipkme akTVMBHBIE JKeHCKMe
IIepCOHaX! 3aHMMAIOT IJIaBeHCTBYIOIIlee ITOJIOKeHMe, MYXXCKue e
W m3obpaxarTcs c1adbbiMu 1 OectiomorHbiMM (PKan-VIB), vm
craHoBgTcs 3r1opesmu (CuHsiz bopomda), To eCcTb poiy MeHSIOTCH,
axreHTHl B «KpoBaBovi KOMHaTe» pacCTaBIISTIOTCS ¢ PeMMHUCTCKIX
TTO3VILIVIVA.

HanOorblrasi 4acTe MPOHUM U KPUTUKM HMCATEIIbHUIIBI
IIPUXOOUTCS Ha o00pa3 «IIpeKpacHOro IIpuHIa»: Mapkus
OKa3blBaeTCcsl He OJIarOpOAHBIM JIOOAIIMM MyXKeM, a yOwriiier-
MaHBsIKOM. [lajiee, uTOOBI CITAacTV IJIABHYIO T€POMHIO OT CMepTH,
T10SIBJIsIeTCS «HACTOSIINI» IIpeKpacHbIV IPpUHIL B ob1aveHny JKan-
VBa, OemgHOro chIHa Ky3Hella, CJIEIIOTO HACTPOVIIMKA IVaHWHO,
KOTOPOrO Ha caMOM Jejle CaMOro IIPelcTOUT cIlacaTb M3 PYyK
KpoBOXagHOro Mapkmusa MaTtepu repovHn. llevicTBuUTeNIbHO, Ooslee
OecrioMoIIHYyI0 PUTYpPy, YeM CJIelloN, TPYOHO IHpencTraBuThb. Tak
mycaTeIbHNUIIA paspyllaeT TpaAWIIMOHHBI oOpa3 IIpeKpacHOIO
IIpVHIIA: XOTA BHellTHe Mapku3 oimiieTBopsieT coOovt o0pas mpuHIia
U3 CKa3Ky, ero 4yepHas AyIlla M ajckKas HaTypa Ipo3AT repovHe
TOJIbKO CMEPThIO, TOI'Zla KaK BHEIIIHEe OecrioMoIrHbI, cireron JKaH-
VIB cBOEVI HEXXHOCTBIO U JIIOOOBBIO BCeJIsieT B TePOVHIO MY>KeCTBO:
«To see him, in his lovely, blind humanity... Although he was
scarcely more than a boy, I felt a great strength flow into me from
his touch» [1, p. 135]; «I do believe my mother loves him [Jean-Yves]
as much as I do...I know he sees me clearly with his
heart» [1, p. 143]. Taxk Anmxkerna Kaprep eme pas moprBepkiaer
CBOIO Bepy B WCTMHHYIO JII00OBb, KOTOpasl sBJIsIeTCs OCHOBHOWU
TeMOW ee PEeMUHVICTCKIMX CKa30K.

Cunssa bopoma Ilapisa Ileppo - cBeTCKMII COCTOSTEIIBHBIN
ABOPSIHVH ¥ YyTh JIM He IIPVIMEPHBII MYX CO CIIpaBeIMBBIM
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THEeBOM I10 IIOBOy HeIIOCITyIIaHMs XeHbl — CTAaHOBUTCS HACTOSIIM
3romeeM B uHTepniperauimn  AnHmkensl  Kaprep. [lomoOnbre
roTuyeckrie o0Opasbl  OAEpPXMMBIX 3JI0[leeB  Bcerjga  XOPOIIO
yOaBaJIVICh IIVcCaTeJIbHMIle, HaIlpyMep - ObSBOJIbCKUI JOKTOP
XodpdMaH wIiM AeMOH KaTakKIM3MOB, YYIOBUIIHBIN JIMTOBCKUM
rpad 13 poMaHa «AJCKIe MalllVHbBI XeJlaHus JoKTopa XodpdmaHa»
(The Infernal Desire Machines of Doctor Hoffman, 1972) [14]. Cunss
Bbopona mpoporpkaer 3TOT psi 00pa3oB, HpuuYeM YAMBUTEIbHA
MHOTOT'PaHHOCTb CO3[IaHHOTO 0Opasa 3/1071esl.

Bo-niepBbIX, 3TO 00pa3 Ooraroro ABOPSHMHA C XOPOIIVMU
MaHepaMV, TAJIAaHTHO YyXaXXMBAIOIIErO 3a CBOEeV T/I36paHHT/IL[eT7I 141
OJTHOBPEMEHHO TOTOBLIIIETO el MeCTO B CBOeVI KOJUIEKIIV MePTBBIX
Kpacasut. Bo-BTopblx, ero d¢dmurypa HaroMmHaeT 3HaAMEHUTOIO
Mapxkusa e Caga B OTHOIIIEHMIM M3BPaIlleHHOCTY ero CeKCyasIbHbIX
BKYCOB, 3POTMYECKMX UTP C OTTEHKOM IOpHOrpadum (Harpmmep,
KapTMHBI C OOHaXXeHHBIMM [eByIIKaMM, 3epKajla, OKpy>Kalollye
OpauHOe JI0)Ke, KHUTY C M3OLIPEeHHBbIMM 3POTUYECKMMN IIBITKaMU,
rpy0oe paszieBaHue HeBeCTHI B CTWIe OOPAEIIbHOIO pUTyasia M Ap.).
B-tperbmx,  BiacTHbII ~ Mapkms  SBiIeTcs  UYOBUILEM,
OJINIIETBOPEHMEM [bgBOJIa ¥ TEeMHBIX CWI, OH 0e3 oIlaceHMs 3a
IIOCJIE[ICTBMSL ~ CJleflyeT CBOMIM  W3BpallleHHbIM O KeJIaHWsAM U
KPOBOXKaZIHBIM IUIaHAM, 3Has, YTO €ro OrpoMHOe OOraTCTBO MOJKET
KYIUTb 1 3aCTaBUTh 3aMoTdaTh Bcex. OCTpBhINt 3amax pyccKom KOXU,
ucxomAmuii  oT Mapkmusa, W HeIpoHMIIaeMasi MackKa, Bcerja
ocTarollascd Ha Jiiie, J00aB/IAI0T TaHCTBEHHOCTY ¥ IIMKaHTHOCTM
durype Cunenn boponsl. He pa3 aBTOop cpaBHMBaeT BCeMOTYIIEro
Mapkmsa ¢ KyKOJIbBHMKOM, KOTOPBIVI JIMIIb JlepraeT 3a BepeBOUKY,
3acTaBJIsAs JIIOel, KaK KyKoJI, IUISICaThb IO CBOIO QYKY.

Baxnenimmass xapakrepusyromnas Mapkmnsza uepra - 3TO
KOJUIEKLIMOHMPOBaHVe pPas3JIMYHbIX Bellleil: KapTUH, IIOCYIbL,
MeOen, KHUT. A 11 yAOBJIIeTBOPEHMs CBOET0 M3bICKaHHOI'O BKyca 1
M3BpAIIeHHOro BooOpaxeHmss, Mapkn3 KOJUIEKIIMOHVPYET CBOMX
MepTBBIX JXeH, yOuBasi X pasJIMuHbIMM CIIocoOamy, HOABeprasi Mx
IIBITKAM ¥ CO371aBas M3 VX TeJl «3KCIIOHATBI» IJI CBOEeV KOJUIEKIIVIL:
3a0ajib3aMVpOBaHHOe TeJI0 OIlepHOWM MeBUIIbI B KaTadalike,
HapsAIMiA B BO3yXe WM3AIIHBIN Yepell HaTypILIUIIbI, IIPOH3EHHOe
COTHSIMM IIIUIIOB <«KeJIe3HOW IIeBbl» TeJI0 HacjemHMIIbI [lpaKkyris,
pyMbIHCKOM TrpadunHu. VI deTBepTOoe 3amymMaHHOe TeJIO, C
pyOMHOBBIM  OXepejlbeM Ha Imee... HeBospHO mpoBOOMTCH
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napaviesib ¢ «Kosureknmonepom» [xoHa @ayiza, ¢ MaHBSIKOM,
KOJUIEKLIMIOHMPYIOIIMM Oabouek 11 [IeByIIIeK.

Hassanmem pacckasa Amnmpxerna Kaprep mnoguepkmsaer
BaXHOCTb WMMeHHO obOpasa KposaBoil KOMHaThl, KOTOpasd
M300pakaeTcst MOUTK Kak XMBOM HepcoHax. KposaBasg koMHarta -
3TO aJITapb MOKJIOHEeHMs i1 MapKusa, caMoe BaXHOe U CBATOe I
Hero MecCTO, 3TO ero ajl, 3TO TsDKeJIasi HolIlla, KOTOpas BCera BMeCTe C
HUM. Il OgHOBpeMeHHO 3TO caMOBBbIpakeHMe Mapkmsa, 3TO ero
Aayiia, TeMHas w IopouHas. Tak oOpa3 KpoBaBoil KOMHAaTBhI
CUMBOJIVI3MPYET TallHYIO, CTPAIIHYIO CTOPOHY YeJI0BeYeCKO IYIIIN,
KOTOpasi CKpbIBaeTcss OT ITOocTOpoHHMX. KpoBaBas KoMHaTa Kak
IIeHTPpaIbHBII 00pa3-CMMBOJI paccKasa CBsI3aHA M C MOTMBOM
HapylIeH!s 3allpeTa, XOPOIIO W3BeCTHBIM B JmTepaType. Takum
oOpasoM mmcaTesIlbHMIIA WM3MEHsIeT aKIIeHThl B CBOell CKaske O
Cunen bopome. B pesynprare mnogsisiercs obOpas Kposason
KOMHATBI ¥ CEpUIMHOIO MaHbsIKa, KOTOPBIVI OJTHOBPEMEHHO SBJISeTCS
yOuien 1 yTOHUYEHHBIM 3HATOKOM W IIeHUTeJIeM VICKYCCTBa,
KOTOPBIVI B Oe3yIpedHbIX KOCTIOMax OT JIyulIMx QpaHITy3cKmX
KyTIOpbe KPOBaBO IIBITAeT U yOMBaeT CBOMX XK€H, KOTOPBII MOXET
OKa3aTbCs BalllM cocelloM Ha olepe «Ipucran u Vzomppga». DT0
o0Opas, POXHAEHHBII COBPEMEHHOCTBIO, YTO ¥ [iejlaeT ero TaKuM
y>KaCHBIM, ITyTaOIIVIM.

CBoe opurmHaJIbHOe TBOpUYeCKOe BooOpakeHMe AHJKesIa
Kaprep Bupryosno soruiomiaer Ha nmcbMe. B. Jlammxwmii,
rlepeBoqunK AHKepl Kaprep Ha pycckuil s3bIK, OTMedaeT ee
«OoraTbIil, 4YacTo Oapo4yHO IIPeM3OBITOYHBIV, COBEPIIEHHO He
CBOVICTBEHHBIVI aHIJIOA3BIYHOM JMTeparype» [14, c. 6] cTwib,
COUEeTAIOIIMII ~ 4YepTbl  JIaTMHOAMEPMKAHCKOIO  Maru4ecKoro
peasM3Ma, AHIJIMMCKOM TOTMKM, (PPaAHIy3CKOrO CUMBOJIM3MA,
HeMmerikoro pomanTmsMma. «We live in gothic times» [1, p. 459],
cantasia A.Kaprep, m oKpammBasia CBOM IIPOM3BEIEHMS B
MpauHble, TOTMYECKIe TOHa C 3JIeMeHTaMl 3POTUKM, YTO XOPOIIO
BUIOHO B pacckase «Kposasast komHara». «The Gothic mode is
essentially a form of parody, a way of assailing cliches by
exaggerating them to the limit of qrotesqueness, and this was to be
the method of Carter’s fantasies, extrapolated with a calculated
garishness and deliberate perversity which no other writer has
matched» [9], - mmcan xputuk bpaiten Cr3061ndopn (Brian
Stableford). I'oTrueckmit 1 OTKPOBEHHO 3POTM3VMPOBAHHBIN CTWIb
Anpxensl Kaprep - 3T0 ymauHbIl crioco0 HIOKMpPOBATh UMTaTelIs,
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OymopaXuThb ero BOOOpaxeHue, aresuIMpoBaTh K
11ofico3HaTe/IbHOMY. ['0TKa BBOOWT B IIOBEeCTBOBaHMe aTMocdepy
cTpaxa, TpPeBOIY, CTPAIIHBIX IIPedUyBCTBUN, TaKMM oOpa3zoM
paspylIasi CKa30uHYIO TPaAuIIMIO: CKa3KM, IIpU3BaHHbIE [JOCTaB/ISATh
yIOBOJIbCTBME ¥ pas3BileKaTb, BMECTO 3TOTO yCTpalllaioT YuTaTesIs.
DpoTusalys MOBEeCTBOBAHMS, CEKCyaJIbHO-UYBCTBEHHOE OIVICaHMe
IIepCOHaXKeVl, YepThbl IOPHOIPOTUKM B TPAJUIIMOHHBIX CKa30YHBIX
MOTMBax [eJIaloT  IIOBeCTBOBaHME  [ep3KMM, IIOKUpYIOIle-
pasBpaTHbIM. Tak mmcaTesbHMIIA Ha yPOBHE CTWIL IIPOVM3BEIeHs
paspylIaeT TpaguUIIMOHHYIO CKa309HOCTb II0BECTBOBAHVIA.

Takum obpa3oM, MHTepHIpeTUpPys M3BECTHBIV CIOXKET 1 BHOCS
M3MeHeHVsI B cucTeMy IepcoHaxeit mcropum o Cunent bopope,
Anmxerna Kaprep cosmaer omHY M3 caMBIX 3axXBaTBIBAIOIIMX U
HAeP3KMX, IICUXOJIOTMYeCKM TTTyOOKIMX COBpeMEeHHBIX (PEMMHIMCTCKIX
CKa30K.
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KOHIEIITYAJIbHOE EAVMMHCTBO CbOPHUKA
A.C. BAMET LITTLE BLACK BOOK OF STORIES

BEPOHMNKA CMMAUYKOBA

This article is devoted to the research of A.S. Byatt’s collection of stories “Little
Black Book of Stories”. Veronika Simachkova focuses her attention on those components
of the book which provide its conceptual and compositional unity. Each story is
analyzed from the point of view of its plot as well as on the contextual level and on the
level of the philosophical implication.

Mmsa Auronum CeroseH barier (Antonia Susan Byatt, b. 1936)
IIVMPOKO WM3BEeCTHO B JIMTepaTypHBIX Kpyrax Bemmkobpuranmm.
[TpwsHaHHBII HOpo3aMK, KPUTUK, MacTep TaK Ha3bIBaeMOI'O
VIHTEJUIeKTYyaJIbHOTO POMaHa, OHa BIIOJIHE CIIPaBeIJIMBO CUUTAeTCs
OIHOVI W3 CaMbIX Ta&JIAHTIVBBIX IIVICATEJIBHUII, YbE€ TBOPUYECTBO
3aHMMaeT IIOYETHOE MeCTO KaK B paMKax >XeHCKOVI JINTepaTypbl, TaK
M B IIpenejax BCEeV COBpeMeHHOW aHIJIMVCKOW W MWPOBOU
JINTEePaTypPhl B LIEJIOM.

B tBOpueckom Hacienuu A. bavier HeM3MeHHO IIPUCYTCTBYeT
HOBEeJUIVICTMKA: Ha JaHHBII MOMEHT el0 HaIlMCAaHO IISTh COOPHMKOB
pacckas3oBs, HoceqHUI 13 KoTopeix — Little Black Book of Stories -
pinesr B 2003 romy. DTO IIpousBelleHMe cpas3y ke IIPUBIIEKIIO
BHVUMAaHVE KaK UYWUTaTeJIbCKOVI ayauToOpwuy, TaK W KPUTHUKOB,
KOTOpble BBICOKO €ro OIIeHWWIN, Has3BaB paccKas3bl «3a0aBHBIMU,
CTpalllHBIMM,  OJlecTdIMMy,  TPYCTHBIMM,  TpoOraTejIbHBIMU,
OCTPOYMHBIMM, ITOKMPYIOIIMMM, 3aXBaTHIBAIOIIMMI ¥ aOCOJTFOTHO
He3aObiBaeMbIMM» [8]. Couerass TpagMIMOHHBlE IS ITPO3bI
IVcaTe/IbHUIIBI  YepThl  (CIIOKOVICTBME, HeBO3MYTMMOCTb TOHa
II0BECTBOBaHMs, JIETKOCTh B OOpallleHnI ¢ MaTeprasioM, jlexkalllee B
OCHOBE 4yBCTBO IIPeCTOSAIIEro «B3pblBa», CMeJIOe U B TO XXe BpeMsd
MacTepCKOoe  couyeTaHue  SPYOUMPOBAaHHOCTM UM BBICOKOTO
XYLOXeCTBEHHOIO YPOBHS) C OYeBUIHBIM HOBAaTOPCTBOM, paccKasbl
II0-pa3sHOMY BOCIPVIHMMAIOTCA YWUTaTeJIAIMU: OAHWM BUAAT B 3TOM
cOopHUMKe pacckasbl O IIPMBUIAEHMSX, aJpecOBaHHBIE B3POCIIBIM,
Apyrve — roTudecKre UCTOPUK, TpeTb — paHTacTU4IecKne CKasKy,
JeTBEpPTHIe ke abCOJIIOTHO CIIpaBeyIMBO BOCIIPUMHMMAIOT MX Kak
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aBTOpPCKMeE pa3MBIIIUIEHNSI O TaKUX CIOXHBIX (QeHoMeHaX, Kak
XWMU3Hb ¥ CMEpPTh, XaoC ¥ IOPSAOK, OIVMHOYECTBO, JIIOOOBB,
MICKYCCTBO, IIpaB/ia, Bepa, I1aMATh, CyMacIllecTBye VI T.II.

BaxHo ormeTtuts, uto Little Black Book of Stories mipencraBiisieT
coboil He TIPOCTO COOPHMK paccKa3oB, IIOMEIEHHBIX B
IIpOM3BOJIbHOM Iopske. KHura nmeeT ocoboe KOMITO3UIIMIOHHOE U
KOHIIENITya/IbHOe IIOCTPOeHMe: BCe pPacCKasbl PpacCIIOIOKEHBI B
OIIpeNeJIEHHON OYepENHOCTI COIVIACHO aBTOPCKOMY 3aMbIcity. Bo-
IIepBBIX, HEOOXOOMMO OTMeTUTh, UTO XapaKTepHOoe I IIPO3bl
A. barter coueraHMe peayMCTNUECKOTO ¥ (AHTACTUUECKOIO B
pasHBIX paccKaszax IIpe[ICTaB/IeHO B pPas3HOVM CTeleH), TO eCTb
HEKOTOpble M3 HUX Oojlee TATOTEIOT K (PaHTACTUUIECKOV TpyIIie, B
OpyrMx JKe, HaoOOpOT, peasMCTUUeCcKUI KOMIIOHEHT SIBHO
Ipeo0i1aiaeT Haj HepeacTdeckuM. [TncaresrpHMIIa YMBIITIEHHO
yepezyeT paccKasbl M3 II€PBOV M BTOPOV TPYIII, KaK Obl yKas3blBas
Ha TO, YTO B Halllel XXVM3HV B PaBHOW Mepe IIPUCYTCTBYeT U TO, U
apyroe.

Bo-BTOpBIX, TOBOpST O KOMIIO3MLIMM KHWUIY, HeIb3sl He
3aMeTuTb, 4YTO OHa 4BJISIeTCS KOJIblleBoN, Kpyrosom. COOpHMK
Ha4MHaEeTCs ¥ 3aKaH4YMBaeTcs paHTaCTUMUYeCKMMM paccKazaMmu (T.e.
VIMeeT MeCTO ITMK/IMYHOCTh Ha YPOBHE CoOJlepKaHMs); VI IIepPBblil, U
IIOCJIEIHMY paccKasbl 3aTparvBaiOT TeMy BOVIHBI M OHOMHOYECTBa
(IMKIMYHOCTD TeMaTudecKas), ¥, HaKOHeIl, BCS KHWUIA B 1IeJIOM
OTpaXkaeT >KM3HEHHBIVI IMKII dYeJloBeKa, IIOCKOJIBKY B IIePBOM
pacckase IVIaBHBIMM TepOsIMM BBICTYHAIOT [€TH, a B IIOCIIe[THEM -
CTapVKM (VMIeViHas IVK/INIHOCTb).

B-TpeTprix, BakHyIO POJIb B KOHIIENTYyaJIbHOM IIOCTPOEHUN
cOopHMKa wrpaeT MOTMB IIpeBpallleHVs, IIpeoOpa3soBaHMI.
Metamopd03bl  COCTaBJISIIOT ~ CYIIHOCTB BCEX pPaccKas3oB, WX
OCHOBHYIO TeMY, JIENTMOTUB, Ty OCb, BOKPYI KOTOPOV 3aKpy4eHO
IIOBeCTBOBaHMe. B KaXAoM ™3 HUX WM3MEHEeHMSIM IIO[IBepraroTCs
pasHble acleKThl KM3HU JIIOHEeN: MX XapaKTepbl, MX B3IJISABI, VX
BHEIITHOCTD ¥ [Ia)Ke cama 4deJloBedecKasl cypOa. DTy IIpeBpareHms
OTOOpa’karoT MepervleTeHre peayIbHOCTY M (PAHTACTVMKMY, IIPaBIbl 1
Mmda Kak HeOTbeMJIEMOVI YacTV Halllevl XXV3HI.

COopHUK oTKpbIBaeTcss pacckasoMm The Thing in the Forest,
KOTOPBII OTHOCUTCSL K IpyIIe daHTacTmdecknx pacckaszoB. Ero
Hayajlo, TeM He MeHee, BIIOJIHE peaCTUIecKoe (HeviCTBIe
npovicxogutT Bo BpeMms II MwupoBovt BOVIHBI): Ilepen HaMu IIOe3f,
Be3yIIMUI 3BaKyMpoBaHHBIX M3 JloHOOHa meTel, cpeay KOTOPBIX
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ri1aBHble TepouHM - [lennu u IlpuMpoys, KoTopble IOAPYKIIINCH,
JIIIIb OKA3aBIINCh B ITOe3Ie.

[IpnObIB BO BpeMeHHO HIPUIOTMBIINI VX OCOOHSK, JeBOYKM
pelaoT MCCIeqoBaTh OvDKamImMil Jjlec, I7e OHM BCTpPevaroT
CTpaHHOe 4YepBellofJo0HOe CYIecTBO - aBTOp HasbiBaeT ero «the
Thing». Yypmosuile He HOpuUuUMHSAET [eBOYKaM  HUKAKOIO
dpu3mrueckoro Bpesia, OHM BO3BpAlllalOTCA 13 jleca HEBPeOVMBIMIU 1
HUKOMY HIYero He pacckasblBaioT. OIHaKO 3TO COOBITIE OCTaBIIAeT
HeM3IJIaaVIMBIN CJIed B XVM3HM KaXI0W M3 HUX.

B nmanmprermem cynbObl [lewnn m Ilpumpoys cxitambiBatoTcs
IIOXOXXMM 0Opa3oM: oOe TepsOT OTLIOB BO BpeMsl BOVHBI, 00e, CTaB
B3pOCJIBIMM, TaK ¥ He BBIXOOSAT 3aMyX; o0e BenyT yemIVHEHHBIN
obpa3 xm3HM; 00e paboTaroT ¢ metbMu. OOe OIMHOKM 11 HECUACTHBI
- KaXpas, OfHako, Imo-ceoeMy. OO0e >XeHIIMHBI IIePeXMBAIOT
IIOCJIEZICTBYSL BCTpeUN C UyJOBUIIeM pa3IndHbIM obpaszom. [lenHn,
CTOJIKHYBIIIVCH C TIOTYCTOPOHHMM MUPOM (BOIUIOIIEHVEM KOTOPOTO
apisuiock «the Thing»), He Moxer HamTuM cebe MecTa B Mwupe
peasibHOM. He  crywammHo oHa  BeIOMpaeT — IIpodpeccuro
IICUIXOTeparieBTa, KOTOPBII VMMeeT [eJI0 CO CHamy, daHTa3usMM,
BBIMBICJIOM, C TeM, uTo «could not be seen» [3, p. 38]. V IIlpumpoys3
apyras mpobsieMa: pacckasblBasi AeTSM MCTOPUM O JOMOBBIX M O
Mep3KMX CyIlecTBaxX M3 PO3eTKM Wi TPyOBl B TyajleTe, OHa He
MOXeT TIIOHeINUTbCS C HUMM TeM, YTO Buella COOCTBEHHBIMU
rj1a3aMi: dyJoBUIlle M3 e€ AeTCTBa CIIMIIKOM peasIbHO, CIIVIIKOM
OCSI3aeMO ¥ CTPAIIHO, YTOOBI BHOBb IIE€PEXUTH BCTpPEUy C HUM.
IIpuMpoy3 mblTaeTcss OrpaguTb [eTell OT «peaJIbHbIX» MOHCTPOB,
IIOBECTBYSI O BBIMBIIIUIEHHBIX U yMasTumBas 0 ToM, «what she knew...
she did know she knew, she recognized confusedly» [3, p. 32].

Yepe3 MHOTO JjIeT MOC/Ie OKOHYaHMS BOVIHBI JIB€ >KEHIIMHBI
BHOBb BCTpeuaroTcd. Hauas pasrosop mspasieka, oHM HeU30eXHO
IIPUXOOAT K TeMe, KOTopas BojIHyeT 1x obeux - «the Thing». «Did
you ever wonder, asked Primrose, if we really saw it? - Never for a
moment, said Penny» [3, p. 24]. Kenmmuusl ybGexmaroTcsi, 4To
uygoBuIlle - He IUIOA WX aHTa3uM, OHO [eVCTBUTEJILHO
cyiectsoBajio. OHO CTajJIo I HMX CaMbIM peajIbHbIM M3 BCEro
niepexxuroro n BugeHHoro. «There are things that are real - more
real than we are - but mostly we don’t cross their paths, or they
don’t cross ours. Maybe at very bad times we get into their world, or
notice what they are doing in ours» [3, p. 24], - BoT BBIBOH, K
KoTopoMy Iipuxonunt IleHnmn.
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YnocrosepuBIincs B MCTMHHOCTM  CylllecTBOBaHMs — «the
Thing», Ilemnn wu IIpuMpOy3 WMHCTMHKTMBHO WCIIBITBIBAIOT
IIOTpeOHOCTh BEpPHYTbCd B Jiec, IJe OHM KOIJa-TO BUOeIN
uypoBuille. Pe3ysibTaThl 3TVX IyTelecTBum pasinuHel. [Ipumpoys,
IIPOBeIsI HEKOTOpOoe BpeMs cpeay >KMBOV HPUPOIbl, HaKOHeIl
CMOIJIa IIOKVMHYTb MWP HepeaJbHBIVI, MUP CBOMX WCTOPWUI, IHe
IIOCTOSIHHO JXIWJIa, I CMOIJIa OCO3HATh «PeajlbHOCTb» OKPY KaroOIero
e¢ wMupa. Takmm oOpasoM, oOHa MHOJIy4dwIa CBOero poja
«OCBODOXXIeHIe» OT IIpeciiefIOBaBIIero eé BCIO KM3Hb UyOBUIIA —
ocBODOXIIeHIe, TIO03BOJIMBIIIee eV, HaKOHeIl, paccKas3aTb HIeTaM
CTpAIIHYIO MCTOPUIO M3 cBoeli Xu3Hu. [lenHu, Hagedacs Ha BcTpeuy
c «the Thing», oXxmpaasa ero Ha Tovi caMo1 IIOJIsIHE, YTO ¥ MHOTIO JIeT
Hasang. OpHako e€ HageXxna yBUAeTb YyOBMINE He OIlpaBiasIach.
ViceIThIBasA pasouapoBaHVe, OHa BepHYJIachk B JIeC BO BTOPOW pas u
BHOBb cTajla XpgaTb. PmHanm pacckasa OTKpbITbIL: A. bamer ne
TOBOPUT O TOM, UTO B JJaJIbHEVIIIeM CJIy4VIIOCh C TePOVHAMIAL.

OO0Opas uynosuilia 3aHMMaeT, HOXalyVi, IIeHTpajIbHOe MeCTO B
pacckase. PasHple KPUTUKM TPaKTyIOT €ro II0-pasHOMY: OIHU
CYUTAIOT ero CMMBOJIOM, aJUIerOpyert BOVIHBI 1 €€ pa3pyIIUTeIbHBIX
IIOCJIEACTBUM  IIJId cyzne6 Jonevi;  Jpyrvie  HasbIBalOT — €ro
OJIVILIETBOPEHVIEM VICTVHHOVI 4eJIOBeYeCKOV CYIIHOCTM; TPeTbU -
M300pakeHeM CTpaxoB, cTpagaHuy, cmepTu. A. baiter He paér
CBOell MHTepIIpeTaly oopasa 4yI0BUIIa, IIPEeIOCTaBIIAs YUTaTeIII0
BO3MOXXHOCTB JIeJIaTh COOCTBEHHBIE BBIBOIIBI. ENMIHCTBEHHOE, Ha 4TO
dBHO HaMeKaeT aBTOP - 3TO MbICJIb O HeollpeneIéHHOCTU
peasIbHOCTV, O  TeCHOW  B3aMMOCBS3M M IIOCTOSIHHOM
B3a/IMOITPOHVKHOBEHMVI HaIllero Mypa 1 Mypa HOTyCTOPOHHETO 1 B
oO11eM 00 OTHOCUTEJIBHOCTH pasfielIeHNs BCero Ha peaylcTidecKoe
" paHTaCTIYeCKoe.

Bropoin pacckas mog HasaHueM Body Art 1IOCBSIIEH
VICCIIeIOBAaHMIO TaKMX (PeHOMEHOB, KaK XaocC U IOPSAIOK, Aylia U
TeJIO, Bepa M HeBepue, MCKYCCTBO M XM3Hb. Vlcxoms w3 JIoTMKm
IIOCTpoeHMsI COOpHMKA, OH OTHOCUTCS K pealMCTUYecKuM
pacckaszaMm. CoOBITYS IIPOMCXOASAT B Hallle BpeMs, VI TepO SIBJIAIOTCA
HaIllVIMV COBpeMeHHMKaMy. UuraTessiM IIpefcTaBleH TUIIMYHBIA
JIIOOOBHBII  TPEyTOJIbHUK, OOpa3OBaHHBIN TpeMsl TeposiMu -
HamvmmanoMm bekkerom, Mapton aprnvu w Hevisu Yumiul, - ubu
IIyTU CJIy4alHO IlepeceKIVCh B JIOHIOHCKOV OOJIbHMIIE CBATOTO
ITaHTesle0Ha, YTO OCTaBWJIO 3aMeTHBIN CJlell B CyAbOe KaXIoro ms
HVIX.
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Hokxtop bekker paOoTaeT I'MHEKOJIOTOM B BblllleHa3BaHHOM
OompHUITe. ErOo MOXHO Ha3BaTh OOpPa3IlOBBIM BpadoM: OH JIIOOUT
CBOIO paboOTy W™ TIOCBsIlIaeT el BCé CBOE BpeMs; OH
BBICOKOKBJIM(PULIVPOBAHHBIN ~ CHELMaICT, He JOITyCKAaroIIui
MEeIUIIVHCKIMX OIIMOOK, CIIOCOOHBIN CIIPaBUTBHCS JaXke C CaMbIMU
TSDKEIBIMM CITy4dasMy. byayum 1o mpuposie ZoOpeIM 4esloBEKOM, B
oOlIIIeHnN ¢ TaleHTaMy OH JepPXXKUT cedsl IIPOCTO U APYKeIo0HO.
Omnnako mokrop bekker HUKOrTIa He epecTyIiaeT TOV I'PaHMUIIbL, YTO
pasferisieT Bpada 1 OOJIbHBIX, He IIbITaeTCsd BHMKATh B JIeTaI MX
JIMMYHOW XXV3HU, KpOMe, TIOXKaIy V1, TeX cpaKTOB, KOTOpbIe HY>XHBI IJI
cmaceHnss 3Tux km3Hem. OcoOblI  MHTepec IIPefCTaBiISgIOT
B3aVIMOOTHOIIIeHNs1 JoKTopa bexkera c permurmert. OH HasbIBaeT
cebst «OpBIIIMM KaTomMkom» («lapsed catholic») 1 yTBepxmaet, uto
IoTepsUI Bepy BoleAcTBue BumeHmdA. Jlokrop bekker peranbHO
V3ydaeT TeJIO0 pacIIATOro XpwcTa, aHaJIVM3UPYs ero ¢ TOYKM 3peHVId
a"HatomMnyn. HeoXxumaHHoO OH HOpUXOOUT K  BBIBOAY, YTO
IIPVHAJIEXNT K LEepPKBM, KOTOpas Ho4YuUTaeT MEPTBOIO YeJIOBeKa.
VIMeHHO B 3TOT MOMEHT OH OCO3HA€T, YTO He BepPUT M HMKOITA He
Bepw1I HU B bora, Hu B af, 1 pavi, H1 B BOCKpellleHVe U VCKyIUIeHVe
rpexoB. Ilotepsas Bepy B bora, mokrop bekker, ogHako, He nepecrasn
BEpPUTH B IOPANOK, KOTOPBIVI, 10 €ro MHEHWIO, MOXKHO HaWTU BO
BpeMeHM, IIPOCTPaHCTBe 1 Tejle (MMEeHHO 3TO yOeXXeHve ITOABUIIIO
ero cratb BpadoM). CTpemiieHMe K HOPSOKY IIPOSBIISIeTCS BO BCEM —
B OOyCTpOVICTBe KBapTUPHI, I7le HET HMYETrO JIVIITHETr0, B OTHOILIeHUN
K paboTe 1 HalyeHTaM U JaXke B JIMYHOV XXVM3HU (PaccTaBIICh IISTh
JIeT HaszajJ CcO CBOeVl XeHOM ¥ Oyayum II0 HaType OIVHOYKOW,
nokTop bekkeT He >axieT cBsI3M c KeM Obl TO HM OBUIO, Tak Kak
JKEHINVIHBI, KaK eMy KaXKeTcs, BHOCAT 3JIeMeHT Xaoca B ero
pasMepeHHYIO XV3Hb). ENMHCTBEHHOV, KTO ero Oojlee Wi MeHee
npusileKkaeT, gapigerca Mapra I[llapnmy, wsydaromias VCTOPUIO
VICKyCCTBa — IIPpUBJIEKaeT CBOeVl YXOXXeHHOCTBIO, XOPOIIVM BKYCOM,
HEKOTOPOW CTapOMOJIHOCTBIO, yMOM, pPacCydUTeIbHOCTBIO (T.e.
KayecTBaMy, COOTHOCUMMBIMM C IIOHSTMEM «IIOPSHOK»). DTa
JKeHIIVIHA Cpa3y BHYIIAeT yBaXkeHNe U MHTepec IOKTopy bekkery,
KoTopeIt HaxoguT e€ «handsome sensible woman, who carried her
knowledge lightly, and made life more interesting for many people»
[3, p. 76].

OpnHako y Heé Ha Iy T OKasbiBaeTcst evisu YumInr - repomHs,
KOTOpasi HU B KOeVl Mepe He MOXKeT ObITh Ha3BaHa «00paslloBOV»,
«TIOJIOKUTEJIbHOV». OHa y4durcs B XyHOXeCTBEHHOM KOJUIEIKe,
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MeuTaeT CTaTh AM3aliHepOM ¥ 3aHMMAaTbCS MHCTAUIALMSAMN. SIpKas,
HeOpAMHapHasl JIMYHOCTb, OHA 3KCTpaBaraHTHa BO BcéM. Cpasy
BbIIeJIsieTCsl BHEITHOCTD [leni3n: «Anaemic almost certainly, anorexic
possibly. An odd limpness in the wrists... She had a nice little
pointed face, rendered grotesque, by gold studs and rings in pierced
lips and nostrils... She had blue eyes and sky-blue painted lashes...»
[3, p. 52-58]. HeopaymHapHOCTb repOMHM IIPOSBIIseTCS U B eé oOpase
XM3HM, KOTOPBII MOXHO OXapaKTepu3oBaTh He WHaue, Kak
OoreMHBIVI (HeT IIOCTOSIHHOTO WCTOYHMKA JI0XOIa, HET XXWIbS).
Haxkoneri, camMplM HeOOBIYHBIM B JIMUHOCTM [leni3u sBiisieTcs eé
TaJIaHT ¥, COOTBETCTBEHHO, €€ TBOPYECTBO, IIOCPEICTBOM KOTOPOIO
OHa, OYEBUIHO, caMOoMaeHTHdULpyeTcs. AroreeM eé TBOpUYeCTBa
CTAaHOBUTCS CTWIM3OBaHHasA cTaTys Oormum Kasm, cocrosimas ms
OospIIIOro  KOJIMYEeCTBa  KOMIIOHEHTOB,  yYKpaJeHHBIX,  Kak
OKas3blBaeTCs, W3 [puHaIexaiienn OoJbHUIlE  KOJUIEKINN
MEIUIIMHCKMX VHCTPYMEHTOB U  pedkocTen. VIHcTayuiamms
BBI3bIBAET pa3Hble SMOILIMN Y JIFOEV: OT BOCXUIIEHMS 10 OTKPBITOM
3710081 1 Bo3MmyItieHMs. «Oh, how terrible. And how good» [3, p. 90],
- BOT peakuyra Maprsl llaprnH, KoTopast MHTepIIpeTUpyeT (purypy
Kam ciepgyrommym obpasom: «It showed real pain, a real sense of
human harm, and threats to the female body» [3, p. 91]. byayun
JKEHIIVHOV, OHa CIIOCOOHA IOHATH BOIUIOIIEHHBIE B CcTaTye OOJIb,
y>Kac, yrpo3y, KOTOPBIM IIOfIBEPIKEHO KeHCKOe TeJIo, 0COOeHHO IIpu
pomax m abopTax; K TOMy ke OHa 4yBCTByeT 0OJIb M CTpafdaHMsd
camont [lewsy, mepeHécmrernt rop Hasasl a60pT C OCJIOKHEHWMIMM
(Hy)KHO CKas3aTb, 4YTO BHEIIIHe 3TO HWKAaK He IIPOsBIIsUIOCH,
HAaoOOpPOT, MeByIIKa Ka3ajlach aOCOJIIOTHO PaBHOAYIIHOM K
npousomieninemy). Hamman bekker BoconpmHmMaer Kamm Kak
«desecration of other people’s dead babies and body parts and
suffering» [3, p. 91].

Kak 32T0 HI cTpaHHO, HO MMEHHO «HeITpaBWIbHas» [lensu, a
He «oDOpasnosas» Mapra IllapomH ocraércs ¢ JokTopoM bekkeTom.
IIpoBenst y Hero Houb, [eByIlIKa 3a0epeMeHesla. Kak 1 B HepBbInt
pa3, Hemsu xouer m3baBuThbcsa OT pebéHKa. OmHaKo, 3aryraHHas
JlaMmaHOM, HacTamBarolleM Ha COXpaHEHUU pe6'éHKa, Ievisu Bcé-
Taky BBIHAIIMBAeT ¥ poXaeT ero. VIMeHHO 37ech IIPOVICXOIUT
HoroxgaHHasg Meramopdosa. emsm oOHapyXmBaeT, YTO OHa
JIIOOUT CBOIO JIOUKY, JaBUIVIO €1 BO3MOXKHOCTb OCO3HaTh ceOsl B
aOCOJIIOTHO HOBOW poJIM — posiv MaTepu. VIsMeHeHMs 3aTparmbaroT
" JOKTOpa bekkeTa - OH TOTOB HPMHSTH B CBOIO XWM3Hb peO&HKa,
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HEeCOMHEHHO HeCYIIIero 3JIeMeHT xaoca. Takmm obpa3oM, pasHBIMU
IIyTAMM, HO IIPM IOMOIIM OIHOTO CpefcTBa (peOEHOK), Trepou
IIPUIXOASAT K PaBHOBECUIO, K CBOEOOPasHOMY «MCKYIUIEHUIO U
VICLIeJIEHVIIO.

Tperunn pacckas cOopHmka - Stone Woman. A.Dbavier He
CJTy4YalHO OTBOAUT eMy LieHTpajIbHOe MeCTO B KHUTe, Belb IMEHHO
30ech (paHTACTUUECKOe IIPENCTaBIeHO B HamOOJIbIIIeV CTEIeH.
Bostee Toro - wmeramopdo3bl B 3TOM PpacckKaze BBIXOIST Ha
IIOBEPXHOCTb,  3aTparMBalOT He TOJIBKO  IICUXOJIOTMYECKYIO,
AYIIEeBHYIO CTOPOHY JIMYHOCTM, a HpuodpeTaoT o0003puMEbIe,
MaTepuasibHble (POPMBI, UTO HAXOAWUT CBOE OTpaXeHWe B
M3MeHEeHMV BHEIITHOCTY TePOVIHAL.

Vnec, noTepsiBillad MaThb, OOHapyXMBaeT, YTO BHYTPU y Heé
oOpasoBajiack HeKas IIyCTOTa, KOTOPYIO OHa IIbITaeTcs 3allojIHUTH
paboromm (0oHa 3aHMMAaeTCS COCTaBJI€EHMEM STUMOJIOITYECKOTO
cjioBapsl) u, Kak nmmeT A. bamer, «with tiding love away», T.e.
«y30aBIeHVeM OT J100BM». CIIycTss HeKOTOpoe BpeMs >KeHIIVHa
3aMeuaeT, YTO HaulMHaeT KaMeHeTb (T.e. aBTOp IIepPeBOAUT
BBIpakKeHNe «OKaMeHeTh OT ropsi» M3 paspsmga Metadop B paspsl
IIPOVICXOASIINX B peaylbHOCTM HpolieccoB). PasHble uacTu eé Tesia
IIpeBpalllaloTCs B parolleHHble KaMHV ¥ MUHepasibl, B OIMCAHUM
KOTOpbIX A. bavier mpossister orpoMHOe MacTepcTBo. Hampumep:
«She saw dikes of dolerites, in graduated sills, now invading her
inner arms. But it took weeks of patient watching before...she
surprised a bubble of rosy barite crystals, breaking through a vein of
fluorspar, and opening into the form known as a desert rose,
bunched with the ore flowers of blue john» [3, p. 122]. I'epours c
YOVBUTEIIBHBIM (paTaIM3MOM CMUPSETCS C IIPOVICXOALIIeNl C Hell
TpaHcdopmanmert: «What was happening was, it appeared, a
unique transformation» [3, p. 121].

ITon, BaMsIHMEM BHENIHMX W3MeHeHuN VIHec HOPUXOAUT K
VM3MeHeHVsIM BHYTpeHHMM (B TOM 4Yucjle - M K W3MEeHeHUIO
B3DJIs1710B). Ecyim paHbIlle OHa cumTasia MUp KaMHeV CTaTUYHBIM U
IIepMaHEeHTHBIM, a CBOIO TpaHCOpPMallMIO BOCHPUHMMAJIA «as
something profoundly unnatural, a move from a world of warm
change and decay to a world of cold permanence» [3, p. 126], To
Tellepb, CTaB «MUHEPAIOM» ¥ B3IJIIHYB Ha caMy WIel0 MIHEePaJIOB C
IPYyroyl CTOPOHBI, OCO3HAET, 4yTO ObUIa He IIpaBa. OKasbIBaeTcs,
MeXIy MMUPOM >KMBBIX CYIIECTB VI MUPOM KaMHeV IIPUCYTCTBYeT
Hepa3pbIlBHAsl CBSI3b ¥ B3aMIMOIEVICTBUIE. Muec Buamr, 4YTOo €&
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coOcTBeHHasT KaMeHHas OOOJIOUKa OTHIOAb He cTaTvdHa: eeé
KOMIIOHEHTBI MEeHSIOTCS ITOYTH KaXAyl0 MVHYTY, He IIO[BJIacTHbIe
HVI OJHOMY M3BECTHOMY 3aKOHY (PU3MKM Wi XuMuu. JInms Torma
repouHs IPUXOAUT K OCO3HAHMIO TOTrO, YTO eé TpaHcdopMalys He
SBJISIETCS. YeM-TO HeeCTeCTBEHHBIM, aHOPMAJIbHBIM, a, HAoOOpOT,
eCTb CBOEro pofa Ilepexol B KadeCTBEHHO HOBOe COCTOSHVIE,
KOTOpPOMY He cJleflyeT HOpPOTMBUTBCA U KOTOPOIO He cilefyeT
OosThCS.

Bo BpeMsi oHOM 13 1porysiok mno ropoay (VHec uieT MecTo
«to stand in the weather» [3, p. 124]) ona 3HaKoMuUTCS C
KaMmeHoTécom m3 Vlcmanammn. VIMEHHO 3TOMY YeJI0OBeKY IepOVHHA
pelllaeT OTKpPBITH TalHYy cBoeVl TpaHcdopManuu. 3[ech Takke
HeMaJIOBXKHYIO POJIb WUIpaeT TOT ¢aKT, 4TO OH BBbIXOZel] W3
Mcnasnum, Bemk  3Ta  CTpaHa  M3BeCTHaA  KaK — MeCTO
HellpeKpallalolleVics FeoJIOrMYecKoll aKTUBHOCTY, T.e. [IOCTOsTHHBIe
MeTaMOpdO3bl  SBJIAIOTCS  HEOTbeMJIEMOVI  XapaKTepUCTUKOM
3[eIIHeN JXM3HM; K TOMYy >Ke WCIaHALbL, KaK HUKaKOW Ipyrom
eBPOIIeVICKMI Hapoy, OJIM3KM K IIPUpPOie M HepaspbIBHO CBSI3aHBI C
HevVl, II03TOMY OHM COXPaHSIOT Bepy B pasindHble MududecKue
cyliecTBa (TpoJUleV, KaMeHHBIX JKeHIIVH), OJINLEeTBOPAIOT SBJIeHVIA
NpUpoapl  (Hampumep, OHM  CYMATAIOT KaMHU  JKUBBIMMU),
BOCIIPVHMMAIOT IIPOCTO M €CTeCTBEHHO MHOIVE Bellly, KaXKyIuecs
ApyruM crpaHHbiMU. HeynusuresbHO, 4TO MMeHHO B Vlcmannum
VHec HaxopmT ntokont. OHa mpucoeanHsAeTcst K MUEUYecKom IUIACKe
KaMeHHBIX TpOJUIel M yXOOuT B ropbel. Eé mocnenHue cioBa,
KOTOPBIe CJIBIIINUT KaMEeHOTEC, 3BydaT yKe Ha HelIOHATHOM S3bIKe U
He VMEIOT IS 4eJIoOBeYecKOro yxa HMKaKoro cMmbliciia. I'epowms
130aBIIsgeTCs OT IPys3a s3bIKa, pa3prlBasl TaKMM 0Opa3oM IOC/IeTHVIe
HUTW, CBA3bIBaIOIINeE €€ C MUPOM JIOIeV, U IePexXoanuT B APYIYIO
peaIbHOCTD, IIe OHA CMOXeT O6peCTT/I ITOJITOKITAHHBIV ITIOKOTVI.

Crenyrommii  paccka3 - Raw Material - 10 Xxapakrepy
pearmcTuuHbl. 31eck A. barer oOparaeTcss K 1CCII€IOBAHMIO
CYILIIHOCTM IIMCaTeJIbCTBa, IHIPpo0OJIeMBbl TBOPUYECKOW MOTHMBALINY,
B3aMIMOCBSI3ML  JKM3HM W JIATepaTypwl, T.e. MeTamopdosa,
HECOMHEHHO HPUCYTCTBYIOIIAs B pacckase, KacaeTcs
TpaHcdOpMaLM XXU3HU B ICKYCCTBO.

I'maBHBI Tepont - [Ixexk CmoiuieTT - OBIBIIMI HMCaTeNlb, B
MOJIOZOCTVI IIPOCIIaBUBIINVICA POMaHOM B AyXe «paccepXKeHHBIX»
Bad Boy. Criepyromiye ero ImpowsBeleHNs He MMeJNIM ycliexa ¥V He
ObUIM OITyOJIMKOBaHBL. YCOMHMBIINCH B COOCTBEHHOM TaJIaHTe, HO
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He IIOTEPSIB BEPY B JINTEPATypPHOE TBOPUYECTBO, OH, BEPHYBIIINCH 13
JIoHmoHa B pOHOVI TOPO, CTaJI IIPeroaaBaTh Ky PChl IMCATEILCKOTO
MacTepcTBa, 4YeM Ha MOMEHT pa3BUTHS [eNCTBUS B pacckase
3aHVIMaeTcs yXXe B TedeHue 15 jieT.

JIXeK mMeeT ompenesléHHBIE B3IVISIBI Ha INCATENIBCTBO, Ha
MOTMBBI ¥ IIpoliecCc co3maHms IpomsseneHuit. Ero dwiocodus,
OCHOBHOVI TBOPYECKUV HPUHIIVII 3aK/IFOYAIOTCS B CJIEMYIOIIEM: «Try
to avoid falseness and strain. Write what you really know about.
Make it new. Don’t invent melodrama for the sake of it» [3, p. 159].
Taxmm 06pa3om, 110 ero MHEHMIO, HY>KHO IIMCaTb O TOM, YTO 3Haelllb,
HO IpM 3TOM He 3allMKIMBaTbcad Ha cebe, HY)XXHO yMeTb HalTU
BBIXOJI M3 Y3KOT'O JAeTaJ I3/ POBAHHOTO IIPOCTPAHCTBA K I7100aJIbHBIM
00o01eHmaM. Ho y ero yueHMKoOB mosiy4aeTcs, YTO IIMCATh O TOM,
YTO 3Haelllb, — 3HAUUT ImcaTh o cebe. ['ox 3a rogom JIkek mbITaeTcs
Hay4UTh CBOVX YUEHMKOB MVCATh «IIPaBWIbHO», IIBITaeTcs yOenuThb
VX, YTO IIMCATeILCTBO HE MOXKeT OBITh IICHXOTeparmvei, He MOXeT
CITy>XUTBb yOexuiieM OoT peasibHOM Xm3HM. OmHaKO, rof 3a TOOM
ero y4eHNKM, 3allIK/IeHHble Ha ce0e 11 IIpUBsA3aHHBIE K PeaIbHOCTY,
He CO3AIOT HUYEro, KpoMe MeJIopaMbl, LEIUISiach 3a BCeM
usBecTHble Kimile. Hampumep, mapa «MaTb-IO4Yb» IIPOM3BOLMAT
citenytomire omycel: «The nervous breakdown of a feckless teenager
with a wise but powerless mother» 1 «The nervous breakdown of a
menopausal woman with a beautiful and patient daughter», a Bpau-
BeTepMHap He cIiocoOeH HU Ha uTo Oosblllee, Hexerm «A tale of the
elaborate torture of two dogs».

[IXek yXe 11 caM He BepPUT, YTO ero YUYeHMKNM MOIYT CO3[aThb
4yTO-TO crositiee. OMHAKO ero 3aMHTepPeCcOBbIBAeT HOBasl CTYIeHTKA —
82-nmetrsta Cucvom POKC, HECOMHEHHO MMeIas JIMTepaTyPpHbBIN
TaslaHT. OHa IMIIIET O Bellax, 3HAKOMBIX €Ml C [eTCTBa U
ABJIAIOIIVIXCSL YacThIO €€ XXM3HM (T.e. O TOM, UTO OHa HeCOMHEHHO
3HaeT) - O HA4MCTKe rpaddmMTOM YIOJIBHBIX IUIUT U CTUpKe. Eé
pacckasel-iputun (How We Used to Black-lead Stoves i Wash Day) B
KOHEYHOM WTOre IIepexodsaT B pasMbIIUIeHVe O IIPOLUIOM U
HacCTOAIleM, O XM3HU U cMepTw. [Dkek CMOJUIETT IIOTPACEH: B
IIepPBBIVI Pa3 3a BCE BpeMsi 0OyUueHMs M1CaTeTbCKOMY MacTEPCTBY OH
II0-HACTOAIIeMYy yBJIEKCS TeM, UTO IIpoduTall, IOBepwI B
HarmcaHHOe cBomM yueHMKoM. [ToGera B muTepaTypHOM KOHKYpCe
JIVIIIHWUT pa3 noaTeepawia gaposanue Crucwm. [ [xeka xe eé
pacckasbl CTaJI CTUMYJIOM JUIS BO3BpaIlleHMsl K IMCATeIbCKO
HeATeIbHOCTIL.
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Hecxkosnbko pa3 [I)xek CMOJUIETT HBbITaeTCA y3HATh, YTO JIBVDKET
Cucrwym. Ha Bormrpoc, moueMy oHa HUIIET, OH IIOJTy4aeT HeOObIYHBIN
orBeT: «l write because I like words... I like reading. I notice
particular words. That sets me off» [3, p. 180]. Hermpusbrunsin, ecimn
He CTpaHHBIV, MOTUB I mucarerns. OpHako emné Oormpire [Ikek
nopaxén corepayromuM  3amedanuem Cucwmr:  «Writing s
therapeutic...The motive doesn’t matter. One has to do one’s best»
[3, p. 176]. Takum obpaszoMm, B3rIampl CHcWwIM Ha TBOPUYECTBO
panuKaJIbHO OTIMYaloTcs oT yoexaeHuit [Ixeka CMmoruieTTa, v Ipu
5TOM OHa CO30Aa€T [eVICTBUTEJIbHO CTOsAIIMe, TaJlaHT/IVBbIe
IIPOV3BeIeHVIA.

HecocrosdTenbHOCTb M€Vl IIOC/IeHEro IMOATBEpPXKIAaeTcs U
Tparmdeckum prHaIoM pacckasa. [xek Haxogut Cucrsm youTon B
cBoéM noMe. OKasajioch, UTO JIS 3TOVI JKEHIIMHBI, Ubé peasibHOe
CylllecTBOBaHMe ObUIO IIOJTHO y’Kaca M MeJIofpaMbl, IIVMCATeTbCTBO
SIBJISUIOCH CBOETO poja Teparel, IIOMOTarolllell eyl BBbDKMBATh,
criacarollient eé oT goMalliHero teppopa. Takum oOpasom, A. bBarer
IIOKa3blBaeT, YTO HET ¥ He MOXeT OBIThb eIVHCTBEHHOIO
IIOAXOAAIIEro I BCex pelelTa TOro, Kak HYy)XHO IMcaTb - Y
KaXXJOT'O CBOs IIPWYIMHA, CBOVI MOTMB I TBOpYeCcTBa, CBOM MaHepa
U CTWIb, KOTOpble HejIb3sl OLIeHMBATh IO KPUTEPUSM «XOPOIINII-
TUIOXOV», «ITPaBWIbHbBIVI-HEITIPaBVIIbHBIVD».

ITocnemumin pacckas B kaHure - Pink Ribbon - mipencrasiisieT
cobomt jlormyeckoe 3aBepliieHve Bcero cOopHmka. Bo-mepsblx, oH
MeeT PpaHTACTUMYECKUI XapaKTep WM cCJlefyeT 3a pealCTUYeCcK/ M
Raw Material; BO-BTOpBIX, B HEM, KaK ¥ B II€pBOM pacckKase,
3aTparvBaeTcs TeMa BOVIHBI U eé IIOCIIeZICTBUII M OJMHOYecTBa (a
3TO, B CBOIO oOdYepenp, HeOOXOOMMO IS CO3JaHMs KOJIbIIEBOM
KOMIIO3UIIMM ~ CcOOpHMKA);  B-TPeTbMX,  37eCh  3aBepIllaeTcs
KV3HEHHBIVI [IVIKJI YeJIOBeKa, T.e. TepOsIMI SIBJISIIOTCS CTapPUKIL

IMToxwtasa cynpyxeckas mapa - [Dxermmvc m Mago - >XeHaTbl
y>XXe [oJIroe BpeMs (II03HAKOMWWIVNCH OHM ellé 110 BomHBI, B 1939
rogy). Mago B TeueHme IIOCJIEAHMX IISTH JIeT OoJIbHa OOJIE3HBIO
AnbureﬂMepa, m J>XeIMc, eIMHCTBEeHHBIN OJIM3KMUI YeJIOBEeK ():LeTeTZ
y HUX HeT), yxaXuBaeT 3a HeV, XOTd 3TO HaéTcs eMy COBceM He
JIETKO: KaKIBIV [IeHb eMy TpeOyeTcst Bcé OosIplliee AyIIeBHBIX CUIT U
My>KecTBa, YTOOBI IIpYICMaTPUBaTh 3a CyMacIIle/Ier >KeHO.

[lo mMepe uTeHMs pacckasa MBI 3amMedaeM, YTO OTHIOAL He
JI000Bb OBIVDKeT JkerMcoM, a JIMIIIb HeKoe OOOCTpEHHOe UyBCTBO
ponra. CTaHOBUTCS SCHBIM, 4YTO, HECMOTpPsl Ha [JOJII'Vie TObl
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COBMECTHOV XWM3HW, CYIIPYI'M COBCEM He 3HAIOT M He IIOHVMAloT
ApyT Apyra: gJaxe Te pakTel 13 Omorpadnm, KOTopele, Kasajaoch Obl,
M3BeCTHBI 000mMM, oOopaumBaroTcsa Jioxbio. Hampumep, [Ixerimc,
Bcerga cumTaBImmii Mamgo cuporoir, u3 oOpbIBOUHBIX dpas,
IIPOM3HECEHHBIX €10, Y3HAET O CYIIeCTBOBAaHMM MaTepu, a TaKxke
nogpyru Camm. VaTepecer TOT ¢dpakT, uro Mamo B Opemy uacTto
pasroBapmBaeT Ha KOKHW, YTO, OYEBUIIHO, CBUIETEJIbCTBYeT O eé
npoucxoxageann. OTcroa CTaHOBUTCS IIOHSATHBIM €€ BeYHOe
cTpeMJIeHVIe K «VHTeJUIMTeHTHOCT» — KaTeropuu, ObIBIIIe [IJ1s Heé
BBICIIIeVI ITOXBAJIOV V1 BBICIIIVIM MEPVIIOM YeJIOBe4eCKMX JOCTOVHCTB.
Haxe BO Bpemsd BOVIHBI Mano ImpearodmraeT HpernofaBaHUIO B
ITIKOJIe paloTy B pasBenke (To-aHIIMICKU — Intelligence Service), Tae
OHa,  HaKOHeIl,  MOXeT  o0maTbcd C  [O-HACTOSIIEMY
«VHTEJUIUTeHTHBIMI» JTIOIbMIA.

J>KeriMC y3HaéT MHOIO HOBOI'O O CBOeVI JKeHe 1 OCO3HaéT, YTO
BCIO XKVM3Hb IIPOXWI PsSAOM C YeJIOBeKOM aOCOJIIOTHO YyXXUM,
He3HaKOMBIM. CTpalllHee BCero B 3TOVI CUTyall TO, YTO OH caM BO
MHOI'OM BMHOBAT B IIPpOM3OILeIIeM, Belb, 10 CYTH, HUKOIa 1 He
cTpeMwIcd y3HaTb CBOIO XeHy. Mago He pacckaseiBajla O cebe -
[xeriMc He paccrpamvBajl e€, IIPUINCBIBAass 3Ty CKPBITHOCTD
XapaKTepHOW eVl SKCLIeHTPUYHOCT.

I[TpormTe cBeT Ha npomnwioe Mamo moMoraer emé opvH
repcoHax — [lavmo. DTa )XeHIIHa HOSBIIAeTCs Cpeay HOYM B [JJOMe
[Ixevimca 1 1103Ke cooO1iaeT eMy Takme pakThl 13 Ororpadnm ero
KeHbl, KOTOpble MOoIJIa 3HaTbh TOJIbKO cama Mago. «Who are you?» -
CIIpalIMBaeT o3aJjaueHHBbIN 1 HoTpsicéHHBIN [IxenMc. «Don’t you
know? I'm the Fetch» [3, p. 234] - oTBeuaer Hanmo. M1y Hac (many
reposi) HeT OCHOBAaHMII COMHEBAaTbCSI B TOM, UTO OHa IIpu3pax,
ABOVIHMK Mago B MOJIOZOCTM, Bedb TaK MHOIO COBIIa[eHWUII He
MOXeT MMeTb MeCTO B peasIbHOV Xn3HU. OfHAKO, IIoYeMy KaKIbI
pas mocie yxoma [amno Ha cTakaHe, M3 KOTOPOrO OHa IIWIa,
OCTaroTcA Cjlefibl KpacHoOM nomaapl? Ilouemy Xe Torga peasbHO
CYIIeCTBYIOT IIpMHeCEHHBIe elo nogapku? MacrepcTBo A. barer Kak
pa3 1 3aKIII0OYaeTCsl B TOM, YTOOBI 3a/1aTh ITOJ00HbIE BOIIPOCHL, HO He
JaTb Ha HUX OTBETHI, CTUMYJIMPYysd KaXHOOro 4YuTaressd [ejaTb
CcOOCTBEHHBIE BBIBOIbI.

HeoOxommMo OTMETWUTB, YTO B pacckaze BaXXHOE MeCTO
3aHVIMAaIOT CMMBOJIBL: BOVIHA, KOTOpas SABJIAeTCA IIPUYMHOW pasiiana,
HeIIOHVMaHMs MeXy JIIOAbMM, WMCTOUYHMKOM Oell M HecdacTuil;
TeslelTy3uK [lurmcy Kak BOIUIOIIeHMe cyMacIiecTsus, Ooie3nn Majo
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" 3710CTH, sipocTy [I)KeviMca; 11, HaKOHeIl, PO30Basi JIeHTa, KOTOPYIO
[xeriMc BIUIeTaeT B BOJIOCHI Mao M KOTOPYIO OHa IIOCTOSIHHO
ITBITAeTCSI COPBaTh, KaK OJIMIIETBOPEHVE XaH)KeCTBa, HEITOHMMaHWS,
HEeBO3MOXXHOCTV OTKPOBEHHOTO pas3roBopa fake MeXy OIvM3KuMu
JTFOJTBMA.

Taxum oOpasom, anamms Little Black Book of Stories ¢ Toukmu
3peHNs COImep’kaHMs W CTPYKTYPBI II03BOJISIET paccMaTpuBaTh
JaHHBII COOPHMK, COCTOSIINM M3 IISITM PasHBIX II0 XapaKTepy U
VICCITelyeMBIM ITpo0sieMaM paccKas3oB, KakK HAeVICTBUTENIHHO IIeJTbHOe
II0 CBOEMYy 3aMbICJy M KOHLENIMM IpousBefeHue. TajaHT u
r71yOOKUM MHTe/uIeKT A. bareT mpossisioTcs B KaXIOM M3 3TUX
MacTepCcK HaIMCAHHBIX ¥ TIIATEIBHO OTOOpPAaHHBIX TEKCTOB,
IIPeaCTABIISIONINIX coOOVI HOBBIVI B3IVILO Ha CTapble VICTVHEL
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illuminating, mind-bending surprises on the reader, as Byatt draws
on familiar experience and fantastical possibility to plumb human
dreams and foibles in ways that feel wily, subversive and new» [10].
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