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A SECRET HISTORY: CHARACTER ANALYSIS

Problem statement. In modern linguistics and stylistics, interest to the study of artistic image is traditionally con-
sidered to be one of the conceptual. The notion of artistic image is used as a term in various branches of knowledge.
In philosophy, the image is understood as any reflection of reality, whether conceptual or sensual; in psychology, the
image is a synonym of representation, that is, the imaginary contemplation of an object in its integrity; in aesthetics it is a
reproduction of the integrity of an object in a certain system of signs. The material carrier of imagery in fiction is the word,
language [5, p. 441]. The artistic image is one of the most versatile and complex ethical categories used in a number of
humanities. Herewith, in each case, the directions of consideration, understanding and definition of this category change.

Formulation of aims. The aim of this piece is an attempt to research artistic images in the novel “A Secret History”
by Donna Tartt.

Method: The synthetic approach to the study of stylistic means, which is becoming relevant for modern philology, is
used in the current investigation. The postmodern fiction states the death of the author and thus the dynamics between lit-
erary concepts and images shifted in such a way that stylistic techniques has become one of the expressive means. Today
fiction became a reality for both the author (when he or she is writing the text and gives it primary meaning) and the reader
(when he or she interprets it and gives it secondary meanings)

Analysis of recent research and publications. The active interest in the phenomenon of artistic image began in the
XVIII century. It is associated with the names of A. Shaftesbury, G.E. Lessing, D. Diderot and others. The artistic image is
the result of the reconstruction of the object in the human consciousness; the concept that is an integral part of philosophi-
cal, psychological, sociological and aesthetic discourses [12, p.73].

Analysis of the construction of the image, its functioning and development — the prerogative of psychology, which con-
siders it as a process that plays an important role in the system of mental regulation of human activity. The image embodies
the essence of the psychic. In naturalistic versions of epistemology the image is represented in feelings, external properties,
connections, spatial-temporal relations of objects, which are determined by direct interaction with the object [9].

The notion of artistic image owes its birth to fiction, where language becomes both a means and a subject of art. The
language itself is a work of art 3, p. 246].

Artistic language has its own value precisely because it is not just a form, but also a certain content, which became the
form of the image [4, p. 46]. Thus, content, expressed in an audio form (word), serves as a form of different content (image).
However, the very concept of image is broader than artistic image. A verbal image can be used in other types of literature;
its value can be defined as a form of visual representation of reality. The artistic image is distinguished by the fact that it
represents a method of concrete-sensual reproduction of reality from the standpoint of a certain aesthetic ideal [11, p. 15].

As Alexei Losev points out, in order to have an image of something, it is necessary to consciously separate oneself
from the other, because the image is a conscious orientation to another and a conscious restraint from this other, when the
subject, using the material of another, is already trying to do without this other in the future [7, p. 8].

The artistic image serves as a way of understanding the world and the language of art [1]. The classical definition of
art as thinking in images goes back to Hegel's aesthetics, in which such important philosophical dominant artistic images
as the ideal and concreteness, which are the embodiment of the ideal and the canon in the material of art are distinguished
[10, p. 29]. From Aristotle, the artistic image is seen as means of forming a new reality, thus, the area of probability, and
its embodiment is one of the higher forms of creative activity [6].

Statement of the basic material. The artistic image has many forms: images of people, pictures of nature, urban land-
scapes, and images of things reproduced with the help of imagination, put into new relationships through the constructive
thinking of the author [2, p. 176]. At the same time, the meaning of the artistic image is revealed only in a certain commu-
nicative situation, and the end result of such communication depends on the person, the goals and even the mood of man,
as well as on the specific culture to which he belongs [8]. Therefore, often after one or two centuries since the creation of
a work of art, it is perceived not exactly like it was perceived by his contemporaries and even the author himself.

Donna Tartt (Donna Louise Tartt) was born in December, 23, in Greenwood, Mississippi. Her most notable literary
works are “A Secret History” (her debut novel) and “The Goldfinch”. She wrote “A Secret History” in 1992 and “The
Goldfinch” in 2013, the book which became winner of 2014 Pulitzer Prize for fiction. Toward the end of the 20" century,
when working on the novel “A Secret History” Donna Tartt was connected to the “literary brat pack,” a young, East Coast
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group of writers whose tales of drug use and disaffection were, in the late 80s and early 90s, a by-word for literary cool.
It was rumored that Bret Easton Ellis, one of the leaders of the group, was Donna Tartt’s friend and they studied together
at Bennington College in Vermont. She started to write her debut novel in Bennington and again it was rumored that she
used her co-eds as models for the characters of the book.

Basically, the story is an inverted detective story, not whodunit, but whydunit. The traditional detective story sets the
task for the reader to solve the mystery/crime along with the detective (officer of the law or private investigator, profes-
sional or amateur sleuth, regardless). In the traditional story the reader is somewhat disadvantaged (the detective solves
the mystery and then explains the reader “who did it”, “why he did it” and “how he did it”). In the reversed detective story
the reader has the advantage, he or she is the first “to see” the crime being committed or the first to find out about the
crime, and the detective is lagging behind in such a case because of lack of initial information regarding the crime. Thus
a question presents itself for the reader: how will the detective manage to solve a perfect crime? As far as, due to the laws
of suspense one might assume that the crime should be a perfect one or almost perfect one.

“The Snow in the mountains was melting and Bunny had been dead for several weeks before we came to understand
the gravity of our situation. He'd been dead for ten days before they found him, you know. It was one of the biggest man-
hunts in Vermont history- state troopers, the FBI, even an army helicopter; the college closed, the dye factory in Hampden
shut down, people coming from New Hampshire, upstate New York, as far away as Boston...” [13; p. 12]

An auspicious reverse detective story requires both intelligent antagonist and protagonist. Speaking of which, the
thinner the line between those characters is, the more successful is the story. In the reversed detective story it is not easy
to differentiate actions of the characters applying the black and white principle.

“A Secret History” deals with not just one main character, but with five for each murder separately and the total of the
characters is six. They all had reasons to commit the crimes they committed; however it is with the reader’s discretion to accept
those reasons as plausible ones or not. The moral aspects is nonetheless important, though is not the matter of this particular
discussion. Only the reader has the power either to convict or justify the main characters. In our opinion the author of the novel
could not decide whether those students deserved punishment, thus she left it for the reader to be the supreme judge of the story.

The novel deals with lives of many characters, but we are primarily interested in six: Richard Papen, Henry Winter,
Francis Abernathy, Bunny Corcoran, and Camila and Charles Macauley. Richard is the narrator of the story, and it is logi-
cal to assume that according to the author’s vision he might have the most enigmatic personality. However as the reader
proceeds with the plunging into the story, he or she may feel that it may not be the case for many reasons.

Richard Papen: a 19-yearold who is desperately trying to fit in, to escape his mediocre useless being and become
prosperous and successful. He is doing two undergraduate years in medical college, hates medicine, but as far as it is the
only possible profession for him, which can be lucrative in the future, he is doing a medical course. He is everyone: every
reader may easily see himself or herself in Richard Papen. He is the main character of “The Catcher in the Rye”, “The
Great Gatsby”, etc. He represents escape from tediousness, from boredom, from vanity and shame of a mediocre life and
into the light of something new and exciting:

“On leaving home I was able to fabricate a new and far more satisfying history, full of striking, simplistic environmen-
tal influences; a colorful past, easily accessible to strangers.” [13; p. 47]

Being from a partly dysfunctional family, he is naturally looking for love and acceptance. He is mesmerized by the
“Greek group” and wants to get inside for whatever it takes. He crosses the line of morale and starts fabricating his new
identity. In these first pages the reader may see that Richard does not see a problem about lying to achieve something he
wants, but the question still remains: having crossed the line how far is he going to go.

Francis Abernathy: a Greek scholar with a solid trust fund. Using Francis’s character Tartt raises the problem of homo-
sexuality, which at that time was a rather acute one. It can be said that Francis was the most moral one among all the group
members, if the reader applies Judeo-Christian moral. On the other hand one must keep in mind that the philosophical
background of the book is rather Greek philosophy than Judeo-Christian moral.

“The Furies,' said Bunny, his eyes dazzled and lost beneath the bang of hair. 'Exactly. And how did they drive people
mad? They turned up the volume of the inner monologue, magnified qualities already present to great excess, made people
so much themselves that they couldn't stand it.” [13; p. 81]

After Bunny’s murder Francis starts having panic attacks and he even attempts to committee a suicide after his grand-
father threatens to cut him out the will unless Francis gets married. Overall, Francis may be considered as a respectable,
though quite a weak man.

Camilla and Charles Macaulay: Tartt doesn’t deem to dwell on the twins’ characters in much detail, though it is
Camilla who triggers the chain of events that leads to tragedy, inevitably logical, but still to some extent unacceptable.
Camilla is very independent and strong; she doesn’t share much and hides uncomfortable details of her relationships with
Charles, which is incest for that matter. She is the only female in the group and the rest tend to gravitate towards her.
Charles is spontaneous, frivolous, and prone to addictions, eventually he becomes an abusive alcoholic, but he does not
care much about other people opinion:

"And then there were a pair, boy and girl. I saw them together a great deal, and at first I thought they were boyfriend
and girlfriend, until one day I saw them up close and realized they had to be siblings. Later I learned they were twins. They
looked very much alike, with heavy dark-blond hair and epicene faces as clear, as cheerful and grave, as a couple of Flemish
angels. And perhaps most unusual in the context of Hampden--where pseudo-intellects and teenage decadents abounded,
and where black clothing was deregueur-- they liked to wear pale clothes, particularly white. In this swarm of cigarettes and
dark sophistication they appeared here and there like figures from an allegory, or long-dead celebrants.” [13; p. 57]
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Bunny Corcoran: as all the characters of the book Bunny has many sides. He is in some aspects like Richard, though
he has quite different motifs. He lies about his financial state, but not because he wants to befriend people but because he
wants to use them, he wants to live at their expense. Finding out about the predicament of his friends, moral values play
no role for Bunny (at least in the beginning), he realizes that he can use this situation to improve him financial situation,
On the outside Bunny is a perfectly likable and agreeable character however, on the inside his character is full of snide,
malice and envy. Bunny is an absolutely shallow character who hides under the mask of an intelligent scholar:

“I think, because in spite of my good-natured laughter he must have been dimly aware that he was touching a nerve,
that I was in fact incredibly self-conscious about these virtually imperceptible differences of dress and of the rather less
imperceptible differences of manner and bearing between myself and the rest of them.” [13; p. 278]

Henry Winter: Henry is probably the second mysterious character after Julian, and the most mysterious among the stu-
dents. He can perfectly interact with others (mostly on the condition of those people being somewhat intelligent according
to his scale), but there is an absolutely different personality within his consciousness. Throughout the novel his character
remains a mystery his ideas and intentions can be read in several ways, thus they also remain unclear to the others.

"Henry didn't say anything, and I'm sure that at that moment he would have looked perfectly impassive to anyone who
didn't' know him, but I could tell he was quite agitated." [13; p. 309]

In the end Henry kills himself for reasons speculated. He may have killed himself to save Charles, he may have killed
himself, because he could not forgive Julian or for a number of other reasons, though it is hardly to believe that those
reasons could be either material or practical. Moreover, there is still the mystery of his final words that he told Camilla:

“It wasn't from desperation that he did it. Nor, I think, was it fear. The business with Julian was heavy on his mind; it
had impressed him deeply. [13; p. 511]

“A Secret History” is a novel where the reader finds out about two murders and a suicide. At some point Bunny’s
search gets on a huge scale, involving not only state police, but the FBI as well. However, law enforcement agents leave as
soon it becomes clear that there was no foul play and Bunny’s death was an accident. And this is exactly the point where
the reader can feel deceived: the murder, in fact two murders are not solved, the culprits are at large, there are people who
know about the murders, but who are unwilling to step forward and give the names of the culprits. Or is he not? “A Secret
History” is a novel with a number of attributes of the inverted detective story, possibly created by R. Austin Freeman,
but it is nevertheless a philosophical novel with a number of rather high matters such as losing one’s self, eternal escape,
subconsciousness, crime and punishment, Jacobean dramatics, etc.:

“I hope we’re all ready to leave the phenomenal world, and enter into the sublime?” says Julian Morrow, professor of
ancient Greek, at the beginning of Richard’s first lesson with him.” [13; p. 71]

The novel is characterized by the breath of supernatural, mysterious and mystique. The tension is building slowly and
the reader is being skillfully manipulated, everything is measured and perfectly executed.

Conclusion. Today the synthetic approach to the study of stylistic means is becoming topical for contemporary phi-
lology. The dynamics of the relation between the concepts has shifted towards convergence so that stylistic techniques
become one with the expressive means, because in postmodern poetry (fiction), which states the death of the author,
stylistic means are created both during the writing of the text by the author and during its interpretation by the reader.
Nowadays there is no clear definition of terminology; their inter-relationship depends on the approach to understanding
concepts of literary images; the fuzzy boundary between these concepts begins to blur in connection with the emergence
of new linguistic means that combine the features of both expressive means and stylistic techniques. Apart from the
importance of purely stylistic techniques (tropes) used for the creating of the artistic image, it is getting much wider
meaning these day, there is shift from technical tropes use to creating linguistic and psychological concepts for the reader.
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Summary
A. MUNTIAN, 1. SHPAK. A SECRET HISTORY: CHARACTER ANALYSIS

The article deals with term “image”, which is used in various branches of scientific knowledge. The research dwells
on the different aspects of the analysis of the image. This piece is an attempt to research artistic images in the novel
“A Secret History” by Donna Tartt. The authors analyze a number of views regarding the artistic image interpretation
and emphasize the point that the artistic image has many forms: images of people, pictures of nature, urban landscapes,
and images of things reproduced with the help of imagination. The y talk about the origins of creation of the debut novel
by Donna Tartt “A Secret History” and point out the specifics of the novel: the story is an inverted detective story, not
whodunit, but whydunit.

Key words: notion of image, artistic image, novel, fiction, word, reader’s perception.

AHoTanis
A. MYHTSIH, 1. LIMAK. TAEMHA ICTOPISI: AHAJII3 XY/IOXHIX OBPA3IB

VY crarTi po3mIsAaEThes TEPMIH «00pas3», 10 BUKOPUCTOBYEThCS y DPI3HOMAHITHHMX Tally3siX HAayKOBOTO 3HAHHSI.
VY mocnipKeHH] po3IIsIAIOTECS Pi3HI acrieKTH aHalizy 00pasy. Ll poboTa € cripo0oto JociiquTi XyoxkHi 00pa3u y poma-
Hi Jlonan TaprtTt «TaemHa icTopis». ABTOPH aHANI3YIOTh PSJ MOTIIIIB Ha iHTepnpeTauiK) XYZIOXKHBOTO o0pazy Ta min-
KPECIIOIOTh, 1110 XyIOKHIN 00pa3 Mae Gararo (opM: 0Opas3u JTrofeid, KapTHHU IPUPOIH, MIiChKI Meif3axi Ta o6pa3H peqen
BTiJIEHI 32 JOTIOMOTOI0 ysiBW. MoBa #i/ie Ipo BUTOKHU CTBOPEHHS N1EOIOTHOTO pomany JIOHHH Taptt «TaemHa icTopish» i
BKa3yeThCs Ha crieli(iky poMaHy: 1CTOpisi — 1ie IepeBepHyTa IETEeKTHUBHA ICTOPIs, B SIKiil IEGHTPOM yBaru € He 3JI04HHELb,
a oro MoTuBH. TpaauniiiHa 1eTEeKTUBHA 1CTOPIisI CTABUTH IEPE/ YNTa4YEM 3aBIaHHS PO3B'sI3aTH TAEMHHUIIIO/3JI0YHH Pa3oM
i3 IeTEKTHBOM (TIPEICTABHUK 3aKOHY UM IPUBATHUI JCTEKTUB, MPOQeCiiHN ciimumii abo CItiqunii-aMaTop, He3aJIeKHO).
[pote inTpuTa po3ciigyBaHHs Ta 3aXOIUICHHS BHHHOTO/BUHHIX HE BiJirpae OCHOBHOI POIi B JaHOMY POMaHi — CTBOPEH-
HS CKJIaJHHUX XYIOXHIX 00pa3iB OyJ0 TOJIOBHUM 3aBAaHHSIM aBTOpa. 3a JOMOMOTOI0 CKIATHIX XYIOXKHIX 00pa3iB aBTOpY
BJIAETHCSI JIOHECTH BECh CIIEKTP ITiI3HAUEHb JI0 TOJIOBHOTO CIokeTy. ChOTO/IHI HEMA€E YiTKOTO BU3HAYEHHS TEPMIHOJIOTIT;
X B3a€MO3B'SI30K 3aJI€KHUTH BiJ MiAXOLY JO PO3YMIHHS HOHSTH JiTEpaTypHHUX 00pa3iB; HEUiTKa MeXa MK LIUMH MOHST-
TSIMH TTIOYMHAE PO3MHBATHCS Y 3B 513Ky 3 TOSIBOIO HOBHX JIIHIBICTHYHHX 3ac00iB, IO MOEAHYIOTh Y CO01 pHUCH BUPA3HUX
3ac00iB 1 CTHITICTHYHUX TpUHOMIB. Pesynbratu ToCIiIKeHHS MiAKPECTIOITE TOH (DaKT, M0 MOHATTS XYI0KHBOTO 00pazy
3apOKY€EThCS Y XYAOXKHIN JIiTeparypi, e MOBa CTa€ SIK 3acO00M, TakK i MPEIMETOM MIECTEITBA; CTBEPIKYETHCS, IO
Xy/I0XHIl 00pa3 BUCTYMAaE CIIOCOOOM pO3yMiHHS CBITY 1 MOBH MUCTELTBA. TakoX MPOIEMOHCTPOBAHO, 1110 BiH Mae 6arato
(hopM BiITBOPEHHS: 00pa3u JIOCH, KAPTHHU MPUPOIU, MICHKI TIei3axi, 00pa3u peuel, siKi peai3yrThes 3a TOTIOMOTOI0
ySIBU, BTUTIOIOTECS] B HOBUX BIZIHOCHMHAX Yepe3 KOHCTPYKTHBHE MUCIICHHS MUTLIS.

Kuro4oBi c1oBa: noHSTTS 00pasy, XyIoXKHIH 00pa3, poMaH, XyI0XKHs JIITepaTypa, CI0BO, YUTAbKE CIIPUIHHATTA.
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