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MeTo10 CTATTi € BUSBICHHS HOBHUX CMHUCJIOBHUX INIapiB Ta BEKTOPiB iHTeprperarii pomany T. IlleBanbe
«JliBurHa 3 IEPIOBOIO CEPEKKOIOY IIIITXOM aHalli3y OMOBiIHOI criendiku TBOPY. 711 mocATHEHHS ToCTaBIIe-
HOI METH BUKOPUCTaHO METOJ HapaTOJOTiYHOTO aHaIi3y, 10 SKOTO JA0JIyYE€HO €IeMEHTH MIXKBUA0BOI KOMIIa-
paTuBiCTUKH Ta >KaHpoJorii. B pe3yabrari 3nilicHeHOro 6araropiBHEBOTo aHai3y Oyio BUSBIECHO KIIOUOBY
POTIb «sI-OTOBiI» B pealtizamii OCHOBHUX iJieil poMaHy 1 (hopMyBaHHI 00pa3y repoiHi-onoBigauku. 30Kpema,
MPOaHaTi30BaHO caMy «Ioito onoBifi» (M. baxTiH) sik ToOBHMIA aKT Cy0’€KTHOCTI, 3iHCHEHU TepOTHEIO,
Ta BUSBJIEHHS 0COOUCTOCTI IepoiHi uepes nepuenTUBHUI IU1aH 11 Touku 30py. BusiBiieHo, 1110 CyTTEBOIO 0CO-
OJINBICTIO CBITOCTIPHIHSATTS repoiHi, peali3oBaHOIO B IIOCTHII OTIOBIli, € CHHECTETHIHICTD (30KpeMa, CUCTe-
MaTHYHE HaJlaHHS CIIyXOBHM BPaXCHHSM Bi3yaJbHOTO BTUICHHS), sIKa Be/Ie 10 MOTPEOH «TPAHCIIOHYBaTH» HE
JIMILE CITYXOBi BpaskeHHsI y 30pOBi 00pasu, a if Te i ipyre — y ciioBa. BusBineHo auctpuOyTHBHI CTOCYHKH MiX
CJIOBECHUM 1 Bi3yaqbHUM (KHBOIIMCHUM) THUIIAMH CBITOCIIPHUHHATTS 1 MPOaHai30BaHO, K Yepe3 CIOBECHE
CaMOBUPa)XEHHA peajizyeThCsl TBOPYA CKIIa0BA OCOOMCTOCTI TepoiHi-onoBigadku. [Ipu 1poMy BHCYHYTO
TIPUTTYIIIEHHS, IO IO TOBXOM IO TIEPETBOPEHHS MOJIEITi 3 BIIOMOTO ITOpTpeTy BepMeepa Ha cyd’ €kTa OTIOBiTI
MoOyKe OyTH 11032 IiBYMHHU Ha MOPTPETI: ii HOBOPOT-«O3UPaHHs» A0 IMIsAAada, B IOEAHAHHI 3 IPSMUM 1 BUpas3-
HUM TIOIVISIIOM Ta JIeJb PO3IMKHEHUMH, Hau€ TOTOBUMH IIOCH IPOMOBHUTH I'y0amMH, CTAHOBJISTH KUBOIMCHY
AHAJIOTIIO «SI-0MOBiI». AJie Tak caMo, sIK GoH nopTpety Bepmeepa HiOM IPUXOBYE Bee, IO OTOUYE 300pakeHy
Ha HbOMY JIiIBUMHY, OTIOBiJb TEPOiHI TEXK 3anuiiac He BepOaTi30oBaHUMHU HaWOUIBII CYTHICHI MEepeKUBaHHS
U OIIHKY TMEPEKUTOTO TEPOTHEIO, TaK IO i OMOBIIb € CBOEPIAHUM CIIOBECHUM KOPEJISITOM MOpTpeTy Bepme-
€pa, MapamoKCaIbHO MOETHYIOUH TPAaHUIHY BiABEPTICTh 3 TPAHUIHOIO CKPUTHICTIO. Lle gano 3mory miiTu
BHCHOBKY, 1110 10 HasBHUX BU3HAueHb >kaHpoBOi crneundiku pomany T. IlleBanbe MOXXHA HOAAaTH BU3HA-
YEeHHS HOT0 K «poMaHy-eK(ppasucy», ekppacTUIHa CKJIaJ0Ba SIKOTO pealli3oBaHa B «sI-OMOBii» yepes cTpa-
TET1I0 «PO3KPUTTS-NPUXOBYBAHHS».

Kniouogi cnoea: noemuxa onosioi, ekgppasuc, cunecmesis, mouxa 30py, 0ianoz, poman, HapamusHa cmpa-
mezisi.
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The present article seeks to uncover new semantic layers and interpretative vectors of Tracy Chevalier’s
novel Girl with a Pearl Earring through an analysis of its narrative design. The research methodology combines
narratological analysis with elements of intermedial comparative studies and genre theory. A multi-tiered
examination has revealed the pivotal role of first-person narration in articulating the central ideas of the novel
and in shaping the image of the heroine-narrator.

Special attention is given to the “event of narration” (M. Bakhtin) as a fundamental act of subjectivity
performed by the heroine, as well as to the construction of her personality through the perceptual dimension
of'narrative perspective. A distinctive feature of the heroine’s worldview, realized within the poetics of narration,
is her synesthetic perception — most notably, the systematic transformation of auditory impressions into visual
equivalents. This synesthetic disposition necessitates the transposition not only of auditory impressions into
visual imagery but of both modalities into verbal expression.

The analysis further demonstrates the distributive relations between verbal and visual (painterly) modes
of perception, emphasizing how verbal self-expression serves as a vehicle for the heroine-narrator’s creative
potential. It is proposed that the very gesture that transforms Vermeer’s painted model into a narrating subject
may be discerned in the sitter’s pose: her turning back to glance at the viewer, in conjunction with a direct
and expressive gaze and slightly parted lips — as if on the verge of speech — constitutes a pictorial analogue
of first-person narration. At the same time, just as the dark, neutral background of Vermeer’s portrait conceals
the world surrounding the depicted figure, so too does the narrator’s voice withhold her most profound
experiences and value judgments. In this way, the heroine’s narrative becomes a verbal correlate of Vermeer’s
portrait, paradoxically uniting radical openness with radical concealment.

These observations allow for the conclusion that, in addition to existing definitions of the novel’s generic
specificity, Girl with a Pearl Earring may also be conceptualized as a “novel of ekphrasis,” in which the ekphrastic
dimension is realized through first-person narration according to the strategy of “disclosure and concealment.”

Key words: poetics of narrative, ekphrasis, synesthesia, dialogue, novel, narrative strategy.

1. Beryn

HaiiBinomimmuii 3 pomaniB T. IlleBanmbe «JliB4rHA 3 TIEPIOBOIO CEPEKKOIO» BXKE 3 IOYATKY
2000-x pokiB iepeOyBae y ToJii 30py He JIUIIe KPUTHKY, a i aKaJIEMITHOTO JIITEpaTypO3HABCTBA, BTIM,
y BITYM3HAHOMY (DiJIONOTIYHOMY MPOCTOpPI MOXKHA 3HAWUTH JIMIIEC TOOJUHOKI 3BEPHEHHS IO LHOTO
TEKCTY, MEPEBAXHO BITMCAHI y MPOOIEMaTHKy MIKMHCTEIBKUX JOCTI/KeHb (KHBOINMCHUH, iCTO-
PUYHUI Ta COIIOKYIBTYpHHI KOHTEKCTH poMaHy (JKmykrenko, 2009), exdpaszuc y moeTHii TBOpy
(JIeBumpka, 2021)). 31 cXOKHUX MO3MLINA PO3ISAAETHCS POMaH 1 B 3apyOiKHUX ToCHipkeHHsX (de
Paiva Vieira, 2011), (Fletcher, 2006), momoBHIOIOYNCH TOPIBHAHHAMH 3 eKkpaHizamiero 1. Beboepa
(Safit, 2006), a Takox yBaroto 10 ¢eminicTuaHoi ckinagoBoi (Harris, 2013) Ta reaaepHoi npodinema-
tuku pomany (Fletcher, 2006-1). Cepen xaHpOBUX Hapaaurm, 0 SKUAX JITepaTypO3HaBIIi BiTHOCATh
ueit TBip, QIrypyroTh Taki, sk «poMad npo mMutis (JleBumpbka, 2021), «MeTaiCTOPUYHUI pOMaH»
(OKnykrenko, 2009), «poman cranosneHas» (Bildungsroman) (Fletcher, 2006) i naBith «historical
romance fictions» (Fletcher, 2005-1). [IpuBeprae yBary i «g-0moBiab» K 3aci0, 3a JOTIOMOTOIO SIKOTO
peani3yeTscs 1 GeMiHICTUYHA HACTAHOBA aBTOPKH POMaHY, 1 MpoOJieMaTHKa OCOOUCTICHOTO CTaHOB-
nenns B Hpomy (Harris, 2013), (Fletcher, 2006).
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BtiM, 10 iCHYIOYHMX PO3BiJJOK MOKHA JIOAATH PAJ] CIIOCTEPEKEHb, MOKIMKAHUX YTOUYHHUTH 1 JIOTIO-
BHUTH HasBHI iHTepmpeTamii JaHOro poMaHy W o0Opa3sy HOro repoiHi-omoBigayku 30Kpema. Take
JIOTIOBHEHHS ¥ YTOYHEHHS, SIKE MA€ PO3IIUPUTH IHTEPIIPETALIHHINA Jiarna3oH TBOPY, 1 OyaemMo BBa-
KaTh MeTOI0 HAIO1 CTaTTI.

B Hamomy anHaimizi BiIIITOBXHIMOCH BiJl 3arajibHOBiIOMO1 T€31 (peMiHi3My PO HEOOX1AHICTh TO/I0-
JTaHHS 00’€KTHBAIi] )KIHKH, IPO HAraJibHy MOTpeOy BUSBJICHHS KIHOUOI Cy0’€KTHOCTI SIK Y COIIiO-
KyJBTYPHIH PaKTHIIi, TaK 1 B MUCTEITBI, 1 IesKi focipkeHHs pomany T. IlleBasnbe miqHIMAOTh 1aHy
npo0seMy y 3B 13Ky 3 00pa3oM roJIoBHOI repoiHi. 30kpema, IociigoBHo po3risaae oopas I pit ta ioro
JMHAMIKY B pOMaHi SIK ipaMy HaOyTTs i yCBIIOMIICHHS TepoiHero BiacHoi cy0’ exTHocTi XKaxuin ["ap-
pic (Harris, 2013). Ane camy «noairo ornoBiai» (M. baxTiH) sk nepiiwii i roJIOBHUN aKkT cy0’ €KTHOCTI,
sniticuennii Ipit, Ta cnenudiuHiCTh BUSBIEHHS 0COOMCTOCTI IepOiHi 4epe3 NMEePUENTUBHUN TUIaH ii
TOYKH 30py JIOCI HE BUCBITIICHO 3 JIOCTATHHOIO MOCHIT0BHICTIO. HE0O0XiTHICTh OCMHCIICHHS TIOCTUKH
OTIOBi/Ii pOMaHy 3 OIVIAY Ha yKa3aHy MPOoOJIeMaTHKY 3yMOBITIOE AKTYaJIBHICTh HAIIO! PO3BIAKH.

Buxinna inmesi, sKy MU cripoOyeMO aHATITUYHO BEPU(IKYBaTH, MOJIATAE B TOMY, IO TOJIOBHHM
IHCTpPYMEHTOM IOJ0TaHHs 00’ eKTUBAIlil repoini pomany llleBanbe € came ii po3noBink, i HalOLTbIIE
HelepeciuHa Ta TBOpPYA 3a CBOEIKO TPUPOIOI0 OCOOMCTICTH IpiT po3KpHBaeTHCS HE yepes MO,
poO3moBiae, a yepe3 Te, SIK BOHA PO3IOBiAae, 4epe3 o0pasHi, CTUIIHOBI, MOSTHKAIBHI 0COOIMBOCTI
camoi OTOBIfi, sIKi PO3KPUBAIOTH CIIOCIO B3a€MOii TepOiHi-OMOBiIauKu 31 CBITOM, TOOTO, Yepe3 ii
MEPLUENTHBHY TOYKY 30DY.

2. ExppacTuune miarpynrs «s-onosigi» B pomani T. IlleBanbe

Posnouatu xotinocs 6 3i cipoOu BUSABICHHS THX (AKTOPiB, 110 HUMHU 3yMOBJIEHO BHOIp dopmu
Ta cy0’ekty omnoBimi y pomani T. IlleBanse. 3 ogHOrO 00Ky, O4EBHUAHOIO TYT MOCTAE BiJMOBIAHICTD
TpeHIy GEMIHICTUYHOT MPO3H OCTAHHIX JECATHIITh, IO peali3ye i1t HaJJaHHS TOJIOCY TUM, XTO JI0
CHX Tip HOTO HE MaB: OE3IMEHHUM PAOUHSIM, XOp SKHX € JIeJb HE TOJIOBHUM IepcoHaxkeM «Ilenerno-
miagn» M. ETByn, a00 )KiHOYOMY IEpCOHAKY, SIKHI B OPUTIHAJIHLHOMY TBOPI1 3aJIMIIABCS JIHIIe (PyHK-
II€I0, CATEIIITOM TOJIOBHOTO I'eposi, & B PETEJIHTY ITEPETBOPIOETHCS HA TOJIOBHY SIK MIEPCOHAXKHY, TaK
i omoBinHy iHcTaHMmio («Ixymis» C. Heroman). 3 iHImoro 00Ky, 3aye€Tbes JIITEpaTypHA TPATUIis
CTBOPEHHS TEKCTIB BiJl 0COOM MEPCOHAXKY BiJIOMOTO YKHBOIIMCHOTO 200 CKYJIBIITYPHOTO 300paskeHHs
(emirpama Mikenanpkeno Big ocobu ioro ckymentypu «Hiuy, coner E. Jlazapyc «Hosuit Komocy»
BiJ iMeH1 ctaTyi CBOOOIM TOMIO), SIKY MOYKHA BBaYKATH CIICNU(DIYHUM PI3HOBUIOM eK(Dpasucy, amke
3a3BUYAl MOSTUYHA «PEKOHCTPYKIIiSi 0COOUCTOCTI» 300pakyBaHOTO MEPCOHAXKY € BapiaHTOM BepOa-
Ji3alii €CTEeTUIHOTO BPAXXCHHSI B/l BIIMOBITHOTO IICICBPY.

MoskHa MIPHITYCTUTH, IO «S-0TOBiAb» y pomani T. llleBaibe 3a CBOEIO IPUPOIOIO € PIBHOIO MipOIO
1 KOHIIETITyaJbHUM CUMBOJIYHUM aKTOM (DeMiHICTUYHOTO BiJHOBJICHHS CIIPABEIJIMBOCTI IO BiJIHO-
IICHHIO 710 0e31MeHHOI Ta 6e3ciioBecHOI Mojieni Bepmeepa, 1 BOMHOUAC aKTHBHOIO TBOPUOIO PEAKITIEI0
T. llleBasibe Ha BEpMEEPIBCHKUH MISIEBP, 3yMOBJICHOIO XYIOKHIMH 0COOTMBOCTSIMH KapTHHU T TUMU
KUBOMTMCHUMH aKLIEHTAaMH, SIKi CIIPSIMOBYIOTH i1 OCMHCIICHHS y eBHUHN Oik. Cepes TaKuX aKIEeHTIB,
nepeaycim, CITiJT 3raJaTu Bpaxxarody 103y 300pakeHoi Ha KapTHHI AIBYMHH: AUBIISTYHUCH Yepes3 IIiede,
HaITiB-Bi/IBEpHYTA BiJ] IVIs/1a4a, BOHA BOJAHOYAC JUBHUTHCS IVIs1aueBi mpsiMo B o4i. Came 1eil moBopoT-
«O3UPAHHS 1 IPAMUH 1 ICKpAaBUH OIS, IO HOTO CYNPOBOIXKYE, BKE MOYKHA CIIPHIHATH SIK TICBHE
BucioBmoBanHs. JK. [appic TirymaunTs ioro HactymHuM 9rHOM: «It is symbolic that in Vermeer’s
painting, the girl looks over her shoulder at the painter. To him this pose may have added to her
mystery, sexuality, and physical quality as he objectively framed her to satisfy his artistic desires.
But Chevalier’s narrative allotment allows Griet to become a real woman and her pose takes on
a different meaning. Griet looks behind her at those who would objectify or limit her. Yet the natural
action that the woman in the painting takes next is to turn her head away from the viewer, thus
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symbolically looking away from those who have trapped her» (Harris, 2013: 78). 3anpononoBane
XK. I'appic moTpakTyBaHHS BUKJIMKAE 3aI€PEUCHHS: IPOYNTAHHS HaIiB-000pOTY AIBYMHM Ha KaPTHHI
K Oa)kKaHHS TepOTHI BiIBEPHYTHUCS BiJl THX, XTO 11 00’ €KTHBYE (BiJ] IJIs,1a4iB KAPTUHU 30KpeMa), CIIpUii-
MAa€ThCS SIK HEJIOCTAaTHHO OOIPYHTOBAHE 1 Take, IO CKOpilI 3aTbMaproe cMuciu pomany T. [lleBanbe,
HIK onpusBHIOE ix. Hamma Bepcis mosnsirae B ToMy, IO caMe I1€ «O3UPAHHS, SIKE € TIOBOPOTOM HE Bif,
a 710 mIs/1a9a, B TMOETHAHHI 3 IPSIMUM 1 BUPAa3HUM TIOTIISAJIOM JTiBUMHH Ta JIeJb PO3IMKHEHUMH, Ha4e
TOTOBHMH IIOCh POMOBUTH T'YOaMH, CTAHOBJISITH )KHBOIIMCHY aHAJIOTIIO «sI-0MOBii». BoueBuap He
BUIIAJIKOBO O3MPAHH K O3HAKY J/iajiory MO3UIIIOHY€E caMa aBTOPKa pOMaHy, BKJIAIAl0uH L0 TyMKY
y ByCTa TepOiHi-ONOBiJayKy MiJ Yac ii eKppacTUIHOTO ONMUCY Kaxiii, 3po0JieHOi OaTbkoM uis Hei
ta Opara: «The boy was a little ahead of the girl but had turned back to say something» (Chevalier,
1999: 13) (xypcus Ham — T.I1.). Takox momIsix Ha3a MOXKHA TIIYMAYUTH SIK TAKHH, IO CUMBOJIIZY€
PETPOCTIEKTUBHUI HAIPSIMOK JTyMOK, OOCpPHEHICTh JIIBYNHHU HA KapTHHI JJO HEIOJaBHHOTO MUHYIJIOTO
1 OakaHHs Kpalie MPUIUBHTUCS IO HHOTO, OCMUCIIHTH HAOyTHI TOCBI Yepe3 PO3MOBIIb PO HHOTO.
[Mornsyx y Bivi misgadeBi B TakOMy pasi € 3alpOIICHHSIM, a HE 3BHHYBAYCHHSM, 1 TIIsAa4 MIOCTA€E HE
OIHHUM 13 BUHHHX y «TpiXy 00’€KTHBaIii», a aiajJoriyHuM [HIUM K HeoOXiTHUM YYaCHHUKOM IIPO-
necy peuekCMBHOTO CAMOIII3HAHHS 1 CAMOPO3KPUTTS CUIIBHOI Ta HENEpeCianoi ocoducTocTi Ipit B 1i
CTIOBII, III0 PO3TOPHETHCS Aalli Ha CTOpIHKAX poMaHy. byab-sika OnmoBiie BiJ MepIIoi 0codou 3aBxan
€ aJIpecOoBaHOI0, I 3aBX/IH CIpoda po3idparucs y codi Ta CBOEMY XKHUTTI 4epe3 JiajoridyHe — Oyk-
BaJIbHE a00 yMOBHE — 3BepHEeHHs 110 [Himoro, 1 T. IlleBanbe, 3MycuBIm repointo moprpery Bepmeepa
camy pO3IOBICTH CBOIO ICTOPitO, 3BEPTAIOYUCH J0 YSBHOTO YHTAYa, K BBAKAEMO, «3UUTAJIA» TAKY
notpely B CHOBigaIbHINA KOMyHIKamii 3 [HIIMM caMe 3 1o3u Ta BUpa3y O4ed JAIBYMHHM HA KapTHHI.
CHUMBOJIIYHO y 4acOBOMY BHMIpi «O3MpaHHs» JIBYNHU MOXKHA IHTEPIPETYBATH TAKOXK 1 SIK 0OepHe-
HICTH HE JIMIIE J0 BIACHOTO MUHYJIOTO, a i JI0 «aJpecary 3 MailOyTHBOTO», SIKUH 111 He 3’ IBUBCS, aje
BKE «JIUXa€ y CIUHY» Ta MPUNJIE y HACTYITHI YaCH He K HOCIi HeCKiHYeHHOT 00’ €KTUBAII1, a K CITiB-
OCCITHUK, KW 3pO3yMi€ Te, 0 He Oyiio 3po3yMiio cydacHUKaM. TakuM CIiBOSCITHHKOM TIOCTa€e
«iJ1eampHUI YuTaY», SIKUM Jie pakTo € yutad 3 X XI CTOMITTS K HOCI# IHHOCTEH eMmarii Ta piBHOCTI
(TyT Hami po3MHCIIH € CYTOJIOCHUMH JTyMKaM, BucioBieHnM JI. @nerdep: «In Chevalier's description
the girl is "clearly looking at someone;" the anonymity of "someone" brings together, however
fleetingly, the multiple and historically dispersed viewers of this painting. Within the imagined world
on the other side of the frame, she looks at the artist, but she also looks out of the frame» (Fletcher,
2006-1)). EcreTnune BpakeHHs BiJ KapTHHU BepMmeepa sIK YMHHUK, SIKHM BH3HAYEHO XapaKTep OIo-
Bill B pOMaHi, BIAMOBIIa€ i 3aranbHiid 0COOIMBOCTI XyIOXKHBOTO CBiTOBiuyTTs LlleBanne, chopmy-
napoBaHiid y crarti H. XXirykrenko, npucesiueHii «/J{iBauHi 3 IEpIOBOIO cepexkoron: «Cepen MeTaic-
TOPUYHHUX POMaHIB CbOTOZICHHS TBOPH llleBanibe BUPI3HAIOTHCS €CTETUYHOIO JOMIHAHTOIO: TBOPYUM
IMITYJICOM TS HEl 3aBXKIM € MUCTEUbKHA apTe(pakT — CTAapOBHHHUI TO0OENeH, PO30HTI CKYIbITYpHU
Ha HaArpoOKax JIOHJOHCHKOTO KJIAJIOBHINA, KapTHHA 3HAMEHHUTOTO >KMBomHcLs. Lle cBimuuTh mpo
CepHO3HUI HaMip aBTOPKH BECTH JIJIOT 3 ICTOPUYHHUM YaCcOM 1 OTIAHYBaTH JIJIsi TOTO MOBH Ta CTHIII
iHmmx Kyastyp» (Kmykrenko, 2009: 134).

3. ®opmyBaHHs 00pa3y repoiti 3aco0aMu MOETUKHU «SA-0MOBiID)

[IpuauBiMoOCh Temep 10 TUX 0COOIMBOCTEN CBITOCIIPUUHATTS repoini pomany llleBanbe, siki Haii-
OlTbIIIe PO3KPUBAIOTH 1 OCOOMCTICTH 1 peati3yloThCs Yepe3 OIMOBiAb 1 TOUKY 30pY, BTUICHY B HIH.
JI. ®neruep 3a3Ha4ae: «From the novel's opening pages, it is clear that Griet shares the painter's acute
visual sensitivity to her surroundings» (Fletcher, 2006-1). Jlocnianuus ToHKO aHanizye obpa3s Ipir
SK TIEPCOHAXKA, 110 € HOCIEM «30pPYy XYI0KHHKAy, ajie He XyJT0KHUKOM, OTIO3HUIIII0 Bi3yaJIbHOTO 1 TaK-
THUJIBHOTO, CEMAaHTUKYy Oa4eHHs 1 30py B pOMaHi, MiAMOPSAKOBYIOUYH [IEH aHAaJi3 TUM COIIOKYIIBTYp-
HUM aclieKTaM IpoOIeMaTHKH CeKCyaIbHOCTI, skl yepe3 konTekct [omanzii XVII ct. yBupas3HIO0TH
aKTyaJlbHI ChOTO/IHI TeHIEpHi muTanHs. BTim, Ham xoTinocs 6 npuBepHyTH yBary 10 obpasy Ipir sk
HE JIUIIE CITY>KHUIII, HAUICHOT MUCTEIILKMM OKOM 1 1T030aBJICHOT MOKIIMBOCTI pealli3yBaTHCs Yepes
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couianabHi 0OMEKEHHSI CBOTO 4acy, 1 He JIMIIE TepoiHi ICTOPii MPO « HEMOXKIIMBE KOXaHHS», a OTIOBiAa-
YKH, YH€ CIOBO Ma€ CTAaTyC BYMHKY, aKTy CAMOYCBIJIOMJICHHSI 1 CAMOPO3KPHUTTS, HAJABIIH ii OyTTIO
TBOPUYOTO 3aBEPIICHHS 1 TOBHOTHU, HE3IIHCHEHHUX Y JKUTTEBOMY IPOCTOPI.

Ha nepumii momisi 31a€Thes, 10 rojioBHa puca IpiT, ska cnpuuuHse i apamy ii He3aiHCHEH-
HOTO KOXaHHS JI0 XYIOXHHKa, 1 IpaMy ii 0COOMCTICHOI Hepeani30BaHOCTI, — I1€ BXKE 3rajjaHa BUILE
HAsBHICTH Yy Hel «30py XYIOKHHUKA», ECTETUYHOT 1HTYIII1, 32 BiACYyTHOCTI TaJlaHTy XynoKHUKA. [liii-
CHO, JTy’Ke SICKPAaBUMH € €IMi30[H POMaHy, B SKHX BOHA MPOSBIISIE TOHKE BIAYYTTS CBITIIA, KOJIBOPY,
KOMIO3HIIi (2 0 TOro, 0 3AMBOBaHMI BepMeep 3poHIOe peIuTiKy Ipo Te, 110 He O4iKyBaB HaBYH-
THUCSI YOTOCh BiJl CIYXKHHII). AJe T «3ip XyIOKHUKa» HAJUICHUH 1€ OJHI€I0 0COONMBICTIO, Ky HE
aKIIEHTOBAHO 1 HE €KCIUTIKOBAHO Y MOIIEBOMY IIaHI pOMaHy, aje peaxi30BaHO y caMiil OomoBiai, B ii
MOCTHII — I€ CHHECTCTUYHICTh BPAXKEHB JIBYMHH. 3BEPHIMOCH JI0 IOYATKOBUX CTOPIHOK POMaHY, J10
MOMEHTY, KOJIM B 7IoMi poauuu Ipit 3’ sBistorecs Bepmeep i foro apyxuna Karapuna. 3Byku roio-
CiB rOCTEM, AKMX BOHA MOKH HE GAYUTh, OJPa3y BUKJIMKAKOTL y [piT BisyasibHi i TaKTHIIBHI acoria-
mii: « [ heard voices outside our front door — a woman’s, bright as polished brass, and a man’s, low
and dark like the wood of the table I was working on. They were the kind of voices we heard rarely
in our house. I could hear rich carpets in their voices, books and pearls and fur» (Chevalier, 1999: 7).
«Ilepnmu Ta XyTpo», KIIOYOBI JeTalli 00pa3HOro psjay KapTHH Bepmeepa i BomHOYAac KOIITOBHOCTI,
SK1 HaJle)XaTh MOTO JPYXKHHI 1 HIOM HECYyTh BIIOMTOK CTOCYHKIB MK HEIO Ta YOJIOBIKOM, JiBUMHA
CIIOYATKY «9Y€», a MOOAYHTH JIMIIIE 3r0I0M. 3pO3yMLJIO0, IO B ITii IeTaji 3HAYyIIUM € MOMEHT abepa-
1ii, SIKa aKIEHTY€E Hally yBary Ha MOii OMOBiJi SK TaKii, IO MiAMOPSAIKOBYE COO1 KHUTTEBUHA MaTe-
piayi: BOUEBH/Ib acomiallis 3 XyTPOM 1 MepjamMH OCTaTOYHO O(POPMITFOETHCS y CBIIOMOCTI JIIBYNHU HE
B MOMEHT, KOJIM BOHA BIIEpIIE Uye Tojlocu Bepmeepa Ta oro apy>KMHH, a B MOMEHT PO3IOBi/Ii, KOJIU
1 XyTpsiHE MaHToO, 1 TmepioBi cepexxkn Karapuau Bxe mepeOyBaioTh B YUCII 3HAKOBHX MPEIMETIB,
10 HUMH MapKOBaHO HaJ3BMYaNHO IIHHUI 1 BOJHOYAC TpaBMaTuuHKi jocBix [pit. Takum duHOM,
B OTOBI/Ii MIBYMHM IIi AETAJ, 3’ IBUBIIUCH paHilIe cBOET (DaKTUYHOI MOSBU B TIOJI 30py OIOBITAYKH,
(IKCYIOTBCS SIK KOHLIENTH, 10 CHMBOJIIYHO BTLIIOIOTh CYTHICHI CMUCIHU (Kpaca, COLlialbHUN CTaTyc,
1r000B), @ TAKOXK BIITParOTh MPOCIEKTHUBHY (YHKIIiIO, HIOM HAJIAINTOBYIOYM YHTada Ha 0CcOONMBE
CIIPUHHATTS [MX NPEAMETIB, KOJIU BOHHU 3 SBJIATHCS y MOAi€BO-(adyabHOMY psimy po3nosigi Ipit.
I peanizamis Takux cMUCIIB BiZIOyBa€ThCs Yepe3 IEMEHT CHHECTE311 B OTMOBI/Ii TepoiHi.

Age rosioBHa (PyHKIIISI CHHECTETHYHHUX acollialliid OMOBIaYKH, MTOB’ sI3aHUX 3 TOJIOCAMHU BiJIBiTyBa-
4iB (Ha MEPIINX CTOPIHKAX POMaHy CHHECTETUYHE CBITOCIPUUHATTS F€POiHi MPOSIBISETHCS HE JIUIIIE
B IIUTOBAaHOMY ()ParMeHTi, a 1 B IHIIMX MOMEHTAaX, KOJU T0J0C MaTyci acOLIIOETHCS 3 KacTpyIero,
a mpoMoBiieHe BepMmeepom iM’s IpYyKUHHU «TXHE KOPHUIICIO»), TIOJNATAE B TOMY, 100 aKTHBi3yBaTu
y CIOPUHHSTTI YUTa4a MEXaHi3M TPAHCIIO3UIIiT OJHUX YYTTEBUX BPa)K€Hb B 1HIII 1 MiJKPECIUTH, IO
Oy/b-sIKi TIEPETBOPEHHS 3BYKiB Y Bi3yaslbHi 00pa3u abo 3amaxu, 3arnaxiB y KOJIbOPH 1 T. JI. HAHIIOBHIIIE
peani3yroThcs B CIIOBI, 1 caMe CIIOBOM OIIEPYy€ OIOBIIa4Ka, PO3KPUBAIOYN CBOE OCOOIMBE OAYCHHS
cBity. Takuii CHHECTETHUHHU# CIIOCIO CIPUMHSATTS YyTTEBUX BPaKeHb CHTHAJi3ye, o [pit Mae He
JHIIE «31p XyTOKHUKA», a i 37aTHICTh 1 HaBiTh MOTpedy TpaHC(HOPMYBATH OAHI UyTTEBI BPAKCHHS
B 1HIII, B TOMY YHCIIi — 30pOBi ()OPMU Y CIIOBA.

3 caMoro MoYaTKy CBO€i PO3IMOBii BOHA BUSBIISIE YCBIAOMIICHHS IIIHHOCTI CIIiB 1 3/1aTHOCTI yBH-
Pa3HUTH B CJIOBI BCE, 110 € BAYJIMBUM I B3a€MOPO3YMiHHS Ta HAJIATOJPKEHHS CTOCYHKIB 3 JTFOJIbMH:
«I had chosen the right words» (Chevalier, 1999: 20); «The right words changed her mood in
a moment. It was simply up to me to find the words» (Chevalier, 1999: 35). Take craBieHHs 10 CI0Ba
cama IpiT NosCHIOE CBOIM MPOTECTAHTU3MOM, HABIiTh CTBOPIOIOYM Yy cIOpi 3 BepMeepoM omno3uiiiro
MPOTECTAHTU3MY 1 KaTOJHIITBA SK Orno3ulliro pemirii CioBa i penirii BisyasbHuX 00pasiB, 10 OIO-
CEpEeKOBYIOTh 3BEepHEHHS JIOAMHU 10 bora: «“It’s not the painting that is Catholic or Protestant,”
he said, “but the people who look at it, and what they expect to see. A painting in a church is like
a candle in a dark room—we use it to see better. It is the bridge between ourselves and God. But it is

53



«lIliedennuil apxise» (pinonoziuni HayxKu)
wSouth Archive” (Philological Sciences)

not a Protestant candle or a Catholic candle. It is simply a candle.” “We do not need such things to
help us to see God,” I countered. “We have His Word, and that is enough”» (Chevalier, 1999: 120).

BTim, Take MPOTUCTABIIEHHS BUSBIAECTHCS XUOHUM, aipke I piT HAMAraeThest HACTIPaB/li IOI0JIATH
1[I0 TIPOTHJICKHICTH CJIOBA 1 JKMBOMTUCHOTO 00pa3y, HECKIHYCHHO TpaHC(hOpMyIour B clioBa (ekdpa-
3MCH) KapTHHH, SIKi BOHAa 0a4MTh, a Y CBOIH CIIOBi/Ii 3MaJIbOBYIOUYH CJIOBOM, SIK JKUBOIIMCHHM 1HCTPY-
MEHTOM, CBO€ JKUTTSI 1 IOCTATI THX, XTO il 0TOUyBaB (KUBOIMMCHOCTI 11 PO3TOBI/Ii JJOAAFOTh 1 YUCIICHHI
BIIy4HI MeTaopH Ta sICKpaBi MOPIBHSAHHS, SIKUMH HAaIllOBHEHO TeKCT). A Bepmeep, y cBoro uepry,
3HIMAE 1 peJiriiiHi, i eCTETUYHI MPOTUPIYYS Y CBOEMY €JHHOMY KOHIICTITYaJIbHO 3HAUYIIIOMY BUCIIOB-
moBaHHI B pomani: «“There is a difference between Catholic and Protestant attitudes to painting,”
he explained as he worked, “but it is not necessarily as great as you may think. Paintings may serve
a spiritual purpose for Catholics, but remember too that Protestants see God everywhere, in everything.
By painting everyday things — tables and chairs, bowls and pitchers, soldiers and maids — are they not
celebrating God’s creation as well?” I wished my mother could hear him. He would have made even
her understand» (Chevalier, 1999: 120).

OTxe, 3 omHOTO OOKY, Bepmeep moctae aHTUIIOZOM OTIOBITaYKH — BiH OTIEpY€ KUBOMUCHUMU 00pa-
3aMH HaJI3BUYAIHOT CHJIH, aJIe BOHH, SIK 1 BIH CaM, 3aJIUIIAI0THCS PIY90 B COO1, BIUTMBAIOYW HA 1HIINX,
ane He poskpuBaroun cebe («His paintings don’t tell stories» (Chevalier, 1999: 78)). I cam Bep-
MEEP y KUTTEBOMY IPOCTOPI MEPEBAKHO MOBYHTH 1 HE BCTYIIAE JIO J1AJOTTYHOT B3a€EMO/IIT 3 1HIITMMH,
3a BHKJIFOUCHHSIM CHPOOU JOJNyYUTH JIBUUHY JIO PO3YMIHHS TAEMHHIb XYIOKHBOTO OAaueHHS, BTIM,
i B HMX BiH CKODIIll HAMAraeThCs «IPUBIACHUTH» I piT Ta ii BHYTpilIHil CBIT, HiX AiagoriyHO B3a-
€MOJIISITH — HelapMa B MOMEHT, KOJIM BOHA BIIEPILIE TIPOSBIISIE PO3YMIHHS JKUBOITUCHOI CIIPaBH, HOTO
obnmuuust mpuitmae xmwxuii Bupas: «His face became intent like a stork’s when it sees a fish it can
catchy (Chevalier, 1999: 57). Ane, 3 iHmoro 00Ky, MpOTHCTaBIECHICTH BepMmeepa AiBUMHI 3HIMAETHCA,
kouu ['piT BUABIISIE CBOIO CHIBIPMPOAHICTH HATYPi MUTILA, 1 11€ BiZOYBAETHCA HE CTUILKY B Ti cripobax
HABYHUTHUCS «OaYUTH SK XYIOKHUK», CKIIBKH B 1i CJIOBECHIH TBOpUOCTi. CBOEIO PO3MOBLIII0 BOHA
(dhopMabHO CTBOPIOE JIEIIO MPOTUIICIKHE CIIpaBi Bepmeepa — BOHA came «po3MOBiIae icTOpioy, ale
(aKTUIHO B CBOEMY (OKHBOIIHCI CJIOBOM» BOHA IOCTa€ MHTIIEM, MONIOHO Bepmeepy, cTBOprorOUn
B LI icTOpii BIACHUH CBIT 1 MEPCOHAXIB, 3aJ€KHUX BiJ BOJII aBTOpA, 10 HUMHU CTaHYTh 1 KAPTHHU
Bepmeepa, i Bin cam. Ti, Bij KOro BOHA 3ajekalia y KUTTI, XTO MiaaBaB ii Tiid camiii 00’ ekTuBarii
B TOW YW 1HIIMN CIOCiO, Terep cami MoCcTarTh 00’ €KTaMU ii CIIOBECHOTO 300paskeHHS — IYIKOTO,
SICKpaBOTO 1 0€3KaTbHO TOYHOTO.

I Tak camo, sik Bepmeep 3anmaeThest Ik 0COOUCTICT 3aKPUTHM IS CBITY, PO3KPHBAIOYHCH JIUIIIE
y CBOIX TBOPiHHSX, Tak i [piT 3aIMIIa€ThCs TAEMHMIEIO 1 IS BCiX, XTO i OTOYYE, i, B KiHIIEBOMY
paxyHKy, IJIsl YATa4da, SKOMY BOHA MPUBIAKpHIIA cede JIMIIE IO TOTO CTYMEHIO, 0 SIKOT0 3HAWIIA 11e
JOLUTBHUM. 3MA€THCS, IO MUpa 1 MUO0KO pedeKCHBHA PO3NOBiAb JIBYMHH, B IEPIILY YEPry, BTLIIOE
y CJIOBI T€, III0 CBOTO Yacy B MOAIEBOMY BUMIP1 KHUTTS OyJ10 3MapHOBaHE MOBYAHHSM (ICTUHHI MOTHBH
THX YU THUX BYMHKIB, IPOBUHA, OPEXHs, 3aMOBUYYBAHHS TOTO, IO YSBJSIETHCS HAJITO CKIAIHUM a0o
3arpokye KOH(IIKTOM, TOmO). | MOBYaHHS HAMOBHIOE COOOI0 BECh MEPIIMA €Ii3011 poMaHy, HiOu
3aJIAF0YM CMUCIIOBHIA HAIPSIMOK HOJAJIbIIOMY TeKCTy. Po3moBias [piT po3nodnHaeTses 3i ciiB: «My
mother did not tell me they were comingy» (Chevalier, 1999: 7), - i Tak CHMBOJIIYHO 33JJA€THCSI BEKTOP
OTIOBI/Ii SIK TIPOMOBJISTHHSI HE BUMOBJICHOTO, SIK 3aIIOBHCHHS CIIOBaMHM Ti€l YOpHOT MOpokHedi (200 K
YOPHOTO TJIa Ha MOPTPETi JIBYMHHU, CTBOPEHOMY Bepmeepom), Ha SKy MEepeTBOPIOETHCS HE Biaped-
JIEKCOBAHE 1 IICUXOJIOTIYHO 1 aHAJITHYHO HE MPONpaIbOBaHE MUHYJIE Ta HECBIIOMO MPOXKHUTE SKUTTSL.
Cuena 3naiiomcta Bepmeepis 3 Ipit i qani posropraerses B ii po3moBijii 3 aKIEHTYBaHHAM Ha TOMY,
10 He OyJI0 MPOMOBIICHO: B MEPITY K MUTH iX 3yCTpidi MaTH 0€3 CIIiB, OUUMa TPAHCIIOE JTOUII «two
warningsy»; Jajii JiBYMHA COPOMHUTHCS MOSCHUTH «KCHTIBMEHY», YOMY BOHA PO3KJIajae HapizaHi
oBOYI 1A cyIry 3a Koibopami («I could not say why I had laid out the vegetables as I did. I simply set
them as I felt they should be, but I was too frightened to say so to a gentleman» (Chevalier, 1999: 9));
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HApELITI, HAPUKiHIII Bi3uTy Bepmeep MoBUKH «BUIIPOGOBYE» [IT, KOJIM YeKa€, UM BUMPABUTH BOHA
MOPYUICHUH MOPAIOK PO3KIAACHUX Ha Tapiiii oBOYiB. MOBYAaHHS CyNpPOBOKYE 1 HACTYIHI CIICHU
crinkyBaHHs [piT 3 6aTbKOM Ta CECTPOIO, a B 3raJKax Ipo Opara aklEHTOBAHO 3BYUUTh HOr0 perutika
moa0 HapdaHHs Ha (pabpwumi kaxiiB: «Father never told me it would be this bad» (Chevalier, 1999:
13), - sika meperykyeThest 3 mepiioro (pa3or poMaHy, B sKii cama repoiHs TOBOPUTH PO MOBYAHHS
Marepi moz0 MaiiOyTHROTO Bi3uTy BepmeepiB Ta poOOTH IiBYMHU CITY)KHHIICIO B IXHROMY JoMi. Tak
¢bpa3u mpo MoBUAHHS OATHKIB MIONO TPYAHOILIB, K YEKAIOTh HA iX JiTel y HaOIMK4IoMy MaiOyT-
HBOMY, HIOM OXOILTIOIOTH COOOI0 MEPIIHIA €130/ POMaHy i 33JJaf0Th OJHMH 13 JISHTMOTHBIB IMOIAJIBIIO]
PO3MOBI/Ii — ICUTMOTHB HeTllepeA0a1yBaHOCTI MaiiOy THHOTO 1 HEMOXKIIMBOCTI Oy TH JI0 HOTO TOTOBHMH
(«momepemxeHIMI» ). MoBUaHHS 0aThKiB (HOCIiB JOCBiy) CTa€ CHMBOJIOM HEMOXKJIMBOCTI IEepeaTu
el TOCBi/I, MOBYAHHSIM CaMOTO KHTTS MO0 MailOyTHHOTO.

Ane Bce, 0 BXKE BiIOYJI0CS, MOKHA OCMHUCIUTH 1 IPOTOBOPHUTH post factum, i B mOBTOpHOMY
MIPOJKMBAHHI B CJIOBI MEPEKUTUX paHille BUMPOOYBaHb 1 TPaBM, IIOMHJIOK 1 TIEPEMOT BiTHAXOIUTHCS
iXHI cMUCIT, 0POPMITIOETHCS CBIIOMa OCOOHCTICTh Ta BUOYIOBYETHCS JKUTTSA y HOTO €K3UCTEHIIHHIN
HOBHOTI. | mpoTsAroM Bchoro pomany IpiT Gyie 03100,110BaTH CIIOBOM T€, LIO B KMTTI HE 0)OPMUIOCH
B CJIOBA, TaK 1110, HA HAII MOIJIAJ, HE MEHII KOHIIETITYyalbHO 3HAUYYIO0, HiX nomiveHa JI. dner-
4Yep OMO3WIIA «Bi3yalbHE/TAaKTHIILHE», CTA€ Y TBOP1 OMO3HUIIIS «MOBYAHHS/MOBIICHHS (OTIOBiIb)».
[Tpu oMy MOBUYAHHS B MOJIEBOMY (’KHTTEBOMY) MPOCTOPI CTA€E JHKEPEIIOM CIIOBA Y MPOCTOPI OI0-
BITHOMY — OLJIBIIICTH KJIFOYOBUX €Mi301iB 3 JKUTTS TepOiHI Ta «MOMEHTIB iCTUHU» B ii CTOCYHKax
3 IHIIMMH BiZI0yBAa€THCS Y MOBYAHHI, SIKE TIOTIM aKTHBHO OCMHUCITIOETRCS B 11 PO3MOBiIi, TaK M0 Ppasu
Ha KmTant: «Bin (BoHA) MOBYUKHM JUBHBCS (AMBUIIACSA) HA MEHE», «S1 MOBUKM minuiay, «Bin (BoHa)
Hi MPO 110 HE CIUTaB (CIHTaja), aje s 3Haja, o0 BiH (BOHA) BCE 3HAE» 1 T. M. — 3BydYaTh y pOMaHi
pedpeHoM.

OTxe, 3qaBasiocst 0, HAMMPUPOHINIE CIIPUUHATH LEH TEKCT SK CIOBiAb, B SKiii CIOBHA PO3KPH-
BAE€THCS OCOOMCTICTD 1 CIIpaBKHiil BHYTPINIHINA CBIT repoiHi-onoBigadku. BTim, sk Oyi0 3a3HaueHO
BUIIIE, HE MEHII BaYKJINBOIO, Hi)K JIiHISI CIOBIJTAJIBHOTO CAMOPO3KPHUTTS, € B pOMaHi JIiHIs «HeTi3HaBa-
HoCTi» IpiT — HemapMa poMaH IOYMHAETLCS, (PAKTUYHO, 3 KOHCTATAllii TAKO1 HEMi3HABAHOCTI IepoiHi
s 1i BnacHoi marepi: «My mother did not tell me they were coming. Afterwards she said she did
not want me to appear nervous. I was surprised, for I thought she knew me well» (Chevalier, 1999:
7). I Takoro caMo HEpO3ralaHoI0, 3aKPUTOO IS HABITH HAHOIMKIKMX JIFOICH ITOCTA€E TePOTHSI 1 MPo-
TSITOM BCHOTO pOMaHy, 1 B (piHaJi, KOJIM CTaBUTh Kpanky Ha (pasi mpo TAEMHHIIO I’ATH TYIIbJICHIB,
SIKi BOHA HIKOJIM HE BUTPATHTH 1 SIKI 3JIMIIATHCS ISl HEl €IMHOI0 TIaM’SITTIO TIPO icTopito 3 Bepmee-
POM Ta MOPTPETOM 3 TIEPIIOBOIO CEPEKKOI0. BTiM, HE JUIIIE AJIs OTOUYIOUHX i1 JIFOACH, a i I yrTada
TepOiHs TEX MOCTAE «BIIKPUTOI KHHUTOKOY» JIMIIE 10 MeBHOI Mexi. YacTo BoHa 3anumiae 0e3 aBTo-
pedeKCMBHIX KOMEHTapiB Ti UM Ti CBOi pillIeHHS, BpakKeHHS a00 BYMHKH, a00 5K CTBOPIOE TEBHY
CMHCJIOBY HEBU3HAYCHICTh HABKOJIO BAXJIMBUX MOMEHTIB. [l0ka30BUM y 1IbOMY CeHCI € (piHaapHHUN
a63arn pomany: «Pieter would be pleased with the rest of the coins, the debt now settled. I would not
have cost him anything. A maid came free» (Chevalier, 1999: 195). 3 unei Toukm 30py ocrarouHe
CYIDKCHHSI TIO/I0 TepoiHi chopMynboBaHo came Tak: «CyxHwuIs npuinuia 6esmiarao»? Ha mnep-
IMH OIS, L€ € CTPUMAHO-IPOHIYHUM MOJIENIFOBAHHAM TOYKHU 30py Ilitepa, donosika Ipit, skuii
’KapTyBaB 1po Oopr BepmeepiB oMy sk «BHKy» 3a Hapedeny. Onnak, must Ilitepa Ipit, HaBiTh
KOJIU TpalfoBaia CIIy>)KHULCI Y BepMeepis, Oyia caMe HapeueHO0; BiH HIKOJIM HE OTOTOKHIOBAB ii
3 11 THMYacOBOIO POJUTIO CITY>KHHIIL, 1 BOHA JTy’Ke 100pe 11e ycBigommoBana. CamoineHTU(IKALIS SK
CIIY’KHHUII CYIEPEYnTh TAKOK BUXiJHOMY cTaHy IpiT, il BUXOBAHHIO i COIIaIbHOMY TIOJIOXKEHHIO i
POAMHU — LIe POAMHA MANCTpa, 10 BUTOTOBIISAB KaxJIi, ajie yepe3 iHBaIiJHICTh MOTPANHB y CKPYTHI
00CTaBUHY i 3MYIIICHO BiIlyCTHB JJOUKY MPAIIOBATH CITYXHHIEK. Barsko [pit corianbHo nepeGysae
Ha OnM3BKOMY 110 Bepmeepa piBHI y TOrouacHii iepapxiuHiii cucTeMi, sika XyI0KHUKIB KBai(ikyBana
SIK peMicHUKIB — i 6arbko [pit i Bepmeep € wienamu oxniel i Tiel camol rifibii XyI0KHHKIB, X04a,
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3BicHO, Bepmeep 3aiimMac y Hill Bumty mosuiiro. OTxke, K «CIyKHUIO» ceOe Bu3Hadac cama Ipit, He
MAalOuM JUIsl IbOTO BarOMUX 00’ €KTHBHUX NMPUYWH (HABITH XPOHOJIOTIYHO ii poO0Ta CITy’)KHUIICIO TPH-
Basa Juiie 2 poku). YoMy 1 HACKIJTbKU IIMPO BOHA BBAKAE CBOEIO TOJIOBHOIO (B KOHTEKCTI OMOBIJII —
TaKOIO, IO MA€ CTATYC «OCTAaTOYHOTO CYKCHHS», 3aMHKAIOYH COOOI0 TEKCT) COILIabHOIO POJLIIO
came ponb cTykHHUII? [i po3NOBine He Ma€ MOXKIMBOCTI OJHO3HAYHO BiITIOBICTH HA II¢ THTAHHSL.
B TekcTi MU MOXKEMO 3 OZJHAKOBHM YCITIXOM 3HAWTH MIATBEPIKECHHS Pi3HUX Bepciil: mo ii caMoBU3Ha-
YEHHS SIK «CITy)KHUII» € MAacKOI0, 32 SIKOIO HACIIPAB/Ii CXOBAaHO KaTETOPUYHE HEIIPUUHATTS repOTHEI0
TaKoi POl Ta HE MOJ0JIaHa TICUXOJIOTIYHA TPaBMa; IO TaKe CAMONPUHWKCHHS HIOW 3axXuIae i Bij
11e OUIPIIOro MPUHIKECHHS 1HIIMMHU; 110 32 TAKUM CAMOBH3HAYCHHSIM KPHETHCS 11aM’SITh PO JIF0O0B
1o Bepmeepa, aiist sikoro BoHa OyJia came CIIy>KHHUIIEHO, 1 ii poO0Ta CITyKHHII BKITFOYAJIa HE JIUIIE MTPH-
HU3JIMBY 1 BUCHAXJIMBY XaTHIO TPAIIo, a, B IEPIY Yepry, CIyKIHHS XyIOKHHUKY 1 OT0 CIIpaBi.

OTxe, B KIHIIEBOMY paxyHKY, CIIOBiIb T€POiHi, SIKa CIIOYATKy CIpUIMamacs K «po3r(poBKar»
TOTO, IO CTOITh 3a MOPTPETOM, K PO3KPUTTS y CJOBI TOTO, IO 3aJHMINAIOCS 3aKPUTUM Y TIMOUHI
KUBOMHUCHOTO 300pa)XCHHsI, IOCTAE, HABIIAKH, CIIOBECHIM KOPEJISITOM JI0 IOpTpeTy Bepmeepa: HiOu
oOepHeHa 0 MisAada (Y|Tada) i ToToBa J10 Aiasiory (irypa JiBYMHH, 3a SKOO JIMIIE YOpHE TIIO, KOTpe
1 € ii CBITOM, Ky¥ BOHA TaK HIKOTO i HE BITyCTHJIA.

4. BucHOBKH

OmnoBigs B pomani T. llleBanbe Ta 00pa3 repoiHi-ONOBIAAYKH YUHATH CIPOTHB OIHO3HAYHUM
MOTPAKTYBAHHSAM 1 JIEMOHCTPYIOTh PETEIHHO BUBIPEHUH OallaHC MK ONPHUSIBHEHUM 1 IMIUTIIUTHUM
3MICTOM, MK MPO30PUMH 1 HEOUYEBUIHMMH CMHUCIIAMH, TaK IIO 10 MEBHOI Mipu eKppacTU4HICTH
TBOpY llleBasibe mom0 mopTpery aiBUMHM 3 MepiauHol Bepmeepa HalOyBae xapakrtepy meradopud-
HOTO aBTOMETAOIUCY: IIUPE 1 BiABEPTE 00IMYYS AIBYMHH, IATOTTYHO PO3KPHUTE HA3yCTPid IVIsI1aueBi
(unTaveBi), BPIBHOBAXYETHCSI aOCOIIOTHO HENPOHUKHUM YOPHHUM TJIOM, @ 33 CSIOYOIO TEPIUHOIO,
B KM «BII3EPKATIOETHCS IIUTUH CBIT», KPUETHCS BCTPOMIICHA Y IPyTe BYXO 1HIIIA MEPJIMHA, SKOi He
O0aunTh HixTO. Lle mae 3mMory He JMIIe coiIapu3yBaTUCs 3 BUBHAYCHHSM I[bOT0 poMany JI. deruep:
«In many ways this is a novel about secrecy» (Fletcher, 2006: 5), — ane ¥ qomartu, 110 TAEMHHUIIS, YHUK-
HEHHSI 0CTAaTOYHOI Ta OIHO3HAYHOT BU3HAYEHOCTI € HE JIUIIIE 3MICTOBUM, a i HAPaTHBHUM IPHUHIIATIOM
tBOpY llleBanbe, peanizoBaHuM Yepe3 MPOaHaTI30BaHI BHUIIE OCOOIUBOCTI «S-OIMOBIII» 1 TIOB’ I3aHUM
3 ek(ppacTuyHOIO IpUponoro pomany llleBanne momo noprpery Bepmeepa, 3 oro mapamokcaabHOO
«BIIBEPTICTIO-TAEMHHUYICTIO». TakKMM YMHOM, 10 HasSBHUX BU3HAYCHb JKAHPOBOI CHENU(IKH IHOTO
pOMaHy MOXXEMO JOJaTd 1€ BH3HAYECHHS HOTO SIK «pOMaHy-eK(ppasucy», ekppacTHuHa CKIaJ0Ba
SIKOTO peajli30BaHa B OMOBIIHIN cTpaTerii «pO3KPHUTTA-IPHUXOBYBAHHS.
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