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TEHJIEPHI TA IHTEPMEIIAJILHI BUMIPH
MOCTMOJEPHICTCBKOT'O TEKCTY
(HA MATEPIAJII OTIOBITAHb AH/IKEJIU KAPTEP)

Cmammas npucesiuena meopuomy 0opooKy dpumancwkoi nucemennuyi Anooicenu Kapmep. 3oce-
PeodHceHo y8azy Ha GUBUEHHI OOHIE 3 20106HUX MeM, AKY PO3POOIANA RUCLMEHHUYSL Y CBOIX MEOPax, —
memi tenoepuux ponei. A. Kapmep y 30ipyi «Kpueasa ximnamay po3eusae reHoepHy memamuxy
ma nepeocMUcioe KoHyenmu 0086i, CeKCYAlbHOCMI, HACUIbCMEA ) KIACUYHIU ono3uyii active
male — passive female, euxopucmogye Kaacuumi, 3HAUOMI 3 OUMUHCINGA CIONCEMU CMAPUX KA3OK,
BIOKPUBAE 8 HUX NPUXOBAHULL 3MICT MA NEPEOCMUCTIOE 36UYHI CTMEePeOmMUnHtI il apxemuniyni oopasu,
CMBOPIOE HOBULL Migh NPO 2epoiHio, Wo BIOKUOAE MPAOUYITIHI YS8TeHHA NPO CLAOKICMb HCIHKU, «PO3-
puUBacy i3 KAiUUpoBanicmio 8 300padiCeHHi HCIHOUUX XAPAKMEPI8 Ma HAOAE HOBO20 3MICMY KAHOHIY-
HUM JHCiHOUIM 0bpa3zam.

Y cmammi spobnena cnpoba npoananizysamu npobiemu reH0epHUx 8i0HOCUH 8 ONOBIOAHHAX NUCH-
MeHHUYI KPi3b NPU3MY NOCTMOOEPHICMCbKo20 (heHomeHy inmepmedianorocmi. InmepmexcmyansbHi
Ul iHmepmedianvHi eremMeHmu, SAKi A1AI0Mb COO0I0 SHYMPIUHbOLIMEPAMYPHI U THMEPCEeMIOMUYHI
siocunauns, donomazarwoms A. Kapmep, 3 00H020 OOKY, po3uupumu 300pasicaibHO-8UPANCATbHI
MOJCIUBOCIT XYOOIUCHLO20 C06A, A 3 THUWO020 — CIEOPUMU, CRUPAIOYUCH HA CEIMO8Y Nimepamypy
ma MUCmeymeo, HoBUll NPOCEIMHUYLKULL 00pA3 HCIHKU.

Buseneno, wo A. Kapmep ons cmeopenns oopasy wonogixka, Cunvoi bopoou, euxopucmogye eono-
BHUM YUHOM IHCUBONUCHI IHMepMeOiaNibHi 6KPANIeHH s, AKI He Jiulle c8l04ams npo 1020 6N0000AHHS,
iHmepecu ma cmagieHusi 00 C0IX OPYICUH, ane U CYMMEGO OONOGHIOIOMb 1020 GHYMPIWHIL NOp-
mpem, po3Kpueaioms 1020 xapaxmep ma cymuicms. Oopa3z 1onoi mapxisu A. Kapmep cmeoproe 3a
00NOMO2010 MY3UUHUX eleMEeHMI8, CRUPAIOYUCH HA XAPAKMEPUCTIUKU Ybo2o udy mucmeymea. Came
uepe3 My3uyHi anro3ii NUCbMEHHUYs NPOBOOUMb CEOKO 2ePOiHI0 HA WLIAXY 810 Oumsuoi Hedocsioue-

HOCmI 00 3piN020 PO3YMIHHA CBOEL HCIHOYOT Npupodu, cuiu ma ciabkocmell.
Knrouoei cnosa: nocmmooepriszm, inmepmedianvricmos, inmepmexcm, renoepHi poni, Anodxcena

Kapmep, xazxa.

IHocranoBka npo6Jsemu. Kynsrypa noctmoznep-
Hi3My — IIe CKJIaJIHE SBHILE, SIKE XapaKTepU3y€eThCs,
cepel IHIIOTO, PYHWHYBAaHHSM KOPAOHIB MiX eJi-
TapHOIO Ta MAacOBOIO KYJIBTYPOIO, MEperuIeTeHHIM
pI3HOMAaHITHUX BHIIB MHUCTEITB B €IWHOMY IIPO-
CTOpi TEKCTY, MiIKIIOUCHHIM M0 KYIBTYPHOI CIaj-
IIVMHA TONIEPEHIX MMOKOJIiHb, IPpOHIYHUM, HA TYMKY
Ymbepro Exo, Ta «0e3 HaiBHOCTI» mepeocMUCIIEH-
HAIM MuHYyJA0ro [6, c. 77]. IlocTMOmepHiCTCHKHIA
TEKCT € TIPUKJIIOM CaMOJIOCTAaTHOCTI, ajie BOAHOYAC
BiH 3aBXXIIM HEBiJ'€MHO TOB’SI3aHUN 13 KyJIBTYPOIO,
€ 1i YaCTUHOIO.

AHaJi3 ocTaHHIX JocaigkeHb i myOsaikauii.
YV BUBYEHHS KYJIBTYpHOI HapaJIuTMH IIOCTMOZIEPHIZMY
3po0OWIIM 3HAaYHUN BHECOK BUATHI HAykKoBI XX CT.
(mpaui xnacukiB — P. Bapra, XK. Jleppinu, FO. Kpic-
teBoi, b. ['acmapoBa, M. Jlormana, b. Ycnencrkoro).
OpmHak MeXaHI3MH peaiizallii MoCTMOIEPHICTCHKUX
KaTeropil, ix B3aeMofis Ta (GyHKIIOHYBaHHS B JIiTe-
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paTypHHX TBOpax Cy4acHHX MHTILIB JOCI 3aJuIla-
IOTBCSI LIKABUMH acCHEKTaMH JUIS  JOCTIIKEHHS.
OnHUM i3 TakKMX AacCleKTiB € TeHJCpPHE IHUTaHHS.
Kinounit oOpas, sskuii GopMyBaBCs MPOTATOM YCi€i
icTopii JTFOMCTBA, MOTYISAN HA TKHH CYTTEBO MIiHSITHCS
ITiJ] BIULTHBOM Pi3HUX KYJBTYD, PEIITii Ta iCTOpUIHIX
MOAIiM, B €1I0XY OCTMOAEPHICTCHKOI JiTepaTypH mpo-
JOBXY€ 3MiHIOBAaTHCH. [IpoTecT MpOTH NPUTHIYEeHHS
KIHOUOI T1THOCTI TIepepoCy B paauKaibHi 3a 3Mic-
TOM BUCTYIIH, TPOBOKAIIii{HI Ta BiABEPTI.

OnHi€ero 3 aBTOPOK, SIKi pO3pOOIISITH TEMH TSHIEP-
HUX poseld, Oyna Armkerna Kaprep. Teopu A. Kaprep
PO3KpHUBAIOTh ii iHTEpeC A0 HaANPUPOTHOro, Mido-
Jorii, Ka3o0K, IXHHOr0 MPUXOBaHOTO 3MicTy. OmHaK
HaMOIBITY 3aliKaBIeHICTh KPUTHUKU H JiTepary-
pPO3HaBII, AKi 3BEPTAIOTHCS O TBOPUYOTO JOPOOKY
MMMCHBMEHHMII, BUIBIAIOTE camMe 0 HETHIIOBOCTI Ii
JITEepPaTypHOTO CTHJIIO, OCOOIMBO KOJIM KOMEHTYIOTb
(eMiHICTHYHI BHUCJIOBIIOBaHHS NHCBMEHHUI Ta ii
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CTaBJICHHS 10 TaKUX TEM, SIK )KIHOYHICTb, CEKCyallb-
HIiCTh, HacHILCTBO (nmociimkenHs E. Jlxopnman, ber
A. Bboewm, JI. [Tynrepa, Cunbgii bpaiianr, [[)x. Maryca,
ykpaincpkux nocuigaukiB T. Kononenxo, O. Jlepu-
k03, O. Bpabenb-Kemins, mo GokycyroTscs Ha demi-
HICTHYHINA crierudini Ta TeHIepHid imeHTHdiKaii
TBOpiB A. Kaptep).

VY Hamii poGoTi MM 3poOuUMoO crnpoOy momu-
BUTHCS Ha MPOOJEMH TEHACPHUX BIAHOCHH Kpi3b
MPU3MYy ITOCTMOJEPHICTCHKOTO (EHOMEHY IHTEp-
MemianpHOCTI. SIkmo 3a 0. KpicreBoro, aBTOpom
MOHSATTSL IHTEPTEKCTY, «OyNb-IKHI TEKCT OyIyeThCs
SK Mo3aika IHTalii, OyIb-IKHHA TEKCT € MPOAYKTOM
BOMpaHHs 1 TpaHC(HOPMAIIii TKOTOCh 1HIIOTO TEKCTY
[2, c. 429], To sBuIE THTEPMEMiaTbHOCTI TPOSIBIIS-
€THCSI Y TBOpax, IO aCUMLUIIOIOTh XapaKTEPHCTHUKU
TEKCTIB iHMMX MUcTenTB. Pumapa Huu 3ayBaxye:
«CydacHa JiTepaTypHa NIpakTHKa <...> TEPEKOHYE
HAC, 110 MIDKTEKCTOBI 3B’ 13KM HEMOXKIIUBO OOMEKHUTH
JUIIEe BHYTPINIHBOJITEPATYPHUMH  BiJICHIIAHHIMHU.
AJKe BOHM OXOILUIIOIOTH <...> 1 CEMIOTHYHI 3B’ SI3KH
MDK PI3HHMH SBUIIAMH MHUCTEITBA Ta KOMYHiKarlil
(oOpazoTBOpUE MUCTEUTBO, MY3WKa, (DITbM, KOMIKC
tomo)» [3, c. 73]. IleperuieTeHHs pi3HUX BUIIB MUC-
TETB SICKPaBO MPOCTEKYETHCS caMe B JTeparypi
MOCTMOZEPHI3MY. SIK MOSCHIOE CydYacHa TOCIiIHUIIS
B. IlpocanoBa, «iHTepMEmiaIbHICTh O3HAYa€ BiJCH-
JIaHHS 4Yepe3 3HAKOBY CHUCTEMY OJHOTO BHJy MHCTE-
[ITBa JIO iHIIOTO, AEMOHCTPYE CTEepeOoOHIYHY opra-
Hi3aIiI0 XyJ0KHBOTO TEKCTY, AJISl aBTOpa-peLHIi€HTa
CTa€ TepareBTHYHIM 3ac000M, J03BOJISIE HACOIOIKY-
BaTUCS SIBUILIAMH BHCOKOI KYJIBTYPH 1, TAKAUM YHHOM,
momyisipu3yBatu ix» [4, c. 18].

SBume iHTEpMeia 3MYCHJIO JTOCIHITHHUKIB 30Ce-
penutd yBary Ha crnenu@ini BHYTPITEKCTOBUX
3B’S3KIB Y Xy/I0)KHROMY TBOPI (tocitipkeHHs A. XaH-
sen-Jlese, /. Xirrinca, 1. PaeBcbki, A. TimaiikoBa,
€. llunaneBa, H. Icarymosa # inmmx). Ile «cmeru-
¢diuna hopma miarory KyieTyp, IO 3MIHCHIOETHCS 3a
JTOTIOMOTOI0 B3a€MOJI1 Xy OXKHIX 00paziB ad0 CTHIIiC-
TUYHHUX TpuioMiB» [5, ¢. 153], ocobnuBwmii criocid
oprasisarlii XyIoKHbOTO TekcTy. Moro posmmdposka
Hazae Ti pedepeHii, po3yMiHHS SIKMX HEOOX1IHO JUIst
iHTepIpeTallii TBOpY.

IMocranoBka 3aBmanHs. OTHAM i3 MPOBITHUX
MOTHBIB y TBopdocTi A. Kaprep BBakaeThcs mepe-
OCMHCIICHHS TEHAEPHHUX BIIHOCHUH, CTEPEOTHIIIB
1 apxerumiuHux oOpasiB. Y 30ipui «KpusaBa xim-
Hara) MUCHMEHHHMIS SICKPaBO 300pasmiia KJIACHYHI,
3HAOMI 3 JWTHHCTBA CIOXKETH CTapuX KaszoK, Bil-
KpHWJjia B HUX MIPUXOBaHUH 3MiCT, BUIO3MIHMIIA 3BUIHI
o0pa3u Ta CTBOpWIIA KapAWHAIBHO BiJIMiHHY MOJIENb
KiHouoi mpuponu. IHTeprekcTyanbHi W iHTEpMeni-

albHI BKpAIUICHHS B OIOBIJaHHAX JIOTIOMArarTh
MMACBMEHHMIT, 3 OIHOTO OOKY, PO3IIUPUTH 300pa-
JKAIBHO-BUPAXXKAITbHI ~ MOXJIMBOCTI  XYIOXKHBOTO
CJIOBa, a 3 iHIIOTO — CTBOPHUTH, CIHUPAIOYHCH Ha CBi-
TOBY JIiITEpaTypy Ta MUCTELTBO, HOBUH MTPOCBITHHULIb-
KHii 00pa3 KiHKH.

MerToto poboTH € BUBYEHHS 0COOIMBOCTEH 300pa-
JKeHHsT 00pasiB B omoBimanHi «KpmBaBa KiMHaTa»
Yyepe3 aHali3 iHTepMeIiallbHUX Ta IHTEPTEKCTyallb-
HUX €JIEMEHTIB TEKCTY.

Buknaxg ocHoBHoro marepiaay. B omoBinanHi
Anmxenu Kaprep “The Bloody Chamber” [9] nerko
posmizHaeTbes Bioma ka3ka Lllapms [leppo npo Oara-
toxens Cuaio bopomy, 10 3aHamacTHB CBOIX JIEIIO0
3aHaJTO JONUTINBHUX JAPYKHH.

I'epoins-onosigauka TBopy A. Kaprep, me 30Bcim
MOJIOZIa AiBYMHA, HE Ma€ iMEHi, a MicIs OAPYKEeHHS
CTae MapKi30l0 — TaK NpHHAHMHI ii Ha3WBae cTa-
peHbKa HaHbKA: “her little Marquise”, ane e Haly-
Ba€ BIIACHOTO iM’sl 9W rojocy. Jledka «Oe3muKicTb»
TOJIOBHOI repoiHi IpUTaMaHHA i iHITHUM OIOB1TaHHSM
A. Kaprep. IluceMeHHHUI HE TIPOTIOHYE 1 PO3TOPHY-
TOTO OMUCY 30BHIITHOCTI JIIBYMHH, JHIIE MiTKPECIIOE
“nervous, pianist’s fingers” [9].

B omuci ii HapedeHoro, 3 iHmoro 60ky, A. Kaprep
BiJICHITa€ YUTaYa 10 TPATUIIiH ETUTIETCHKOT KYIBTYpH:
“A huge man, an enormous man, and his eyes, dark
and motionless as those eyes the ancient Egyptians
painted upon their sarcophagi” [9] Ta mOpiBHIOE
MapKi3a 3 MyMi€r0 — 0aratum, BEJIIMYHUM, aje BiKe
MEpTBUM, «HepyxoMuMm» (papaoHoMm. O6pa3 Mapkiza
JIEIIO JOTTOBHIOETHCS OMMCOM HOTO TOTHYHOTO 3aMKY,
SIKMH 13 LIKaBICTIO PO3BiAye repoins. BiH HamoBHe-
HUI JOpPOTMMHU, aje MEPTBUMH peuaMH — CKYJbITY-
pamu, rpaBlOpaMu, KapTHHAMH.

HeMoxTMBO HE MOMITUTH, IO Ha3BH OLILIIOCTI
KapTHH Ta 1X ONMCH HaOyBalOTh CHMBOJIIYHOI (hyHK-
1ii, TOBOPATH MPO MapKiza, Mpo HOTO CTaBJICHHS 0
IOPYXHH, TAKUM YHHOM HATSKAIOTh Ha JOJIO 1 IOHOL
miBuvHU. Ase came Ti MOJIOAICTb, HEAOCBIAYEHICTH
Ta HaiBHICTh 3aBAXKAIOTh 1  «PO3MIHU(PPYBATH,
HalpuKIaa, 3MicT KaptuHH (paHiry3a [roctasa
Mopo — Xy#ZoKHHKa, OCOOIHBO BiOMOTO CBOIMH
3araJIkOBUMH Mi(OJIOTIIHUMU KIHOUUMHU 00pa3aMH.
XynoxkHe mONOTHO ‘“‘Sacrificial Victim”, sxe pos-
DISIIa€ MOJIOZla TiBUYMHA, € BUTaJaHOI0 KapTHHOIO,
arne ii Ha3Ba Hece MOABINHY 17ICE€I0 JKEPTBU: CITOIY-
YeHHS CHIB Sacrificial, Mo IMIUTIKY€ i1et0 BOMBCTBA
(sacrifice — to kill an animal or a person and offer
them to a god or gods [8, c. 1117]) Ta victim, y ceman-
TUIl SIKOTO SICKPaBO BHpaXeHAa ceMa MAacCHBHOCTI
(victim — someone that has been hurt, damaged, or
killed or has suffered, either because of the actions
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of someone or something else, or because of illness
or chance) [8, c. 1441].

O0pa3 Ha KapTuHi, SIKy onucye ais untada A. Kap-
Tep, TaKOXK MaB O 3actepert AiBuuHy: “‘There was
Moreau's great portrait of his first wife, the famous
Sacrificial Victim with the imprint of the lacelike
chains on her pellucid skin” [9]. Onnak Hi Ha3Ba, Hi
300paKeHHs! BiJOMTKA 1IETIiB Ha CBITJiH wWIKipi mep-
ol Jpy»KMHMA MapKiza HE HACTOPOXHIIHM IOHY Map-
ki3y. [ami xaprwram, nmpuaymani A. Kaprep, Takox
MalTh Ha3BH, IO ToBOpsATh. Cepen HUX MOJOTHO
npearedi croppeanizmy Oenbriing Ixeiimca Encopa:
“Ensor, the great Ensor, his monolithic canvas: The
Foolish Virgins” ta ¢paniry3a [lons ['orena, Bino-
MOTo 300pakeHHSAM TaiTsHOK: “Two or three late
Gauguins, his special favourite the one of the tranced
brown girl in the deserted house which was called:
Out of the Night We Come, Into the Night We Go”
[9]. V Garatbox KyabTypax Hiu € CHMBOJIOM (i3ny-
HOi CMepTi, Ile Yac NMPHUBHIIB Ta AYXiB, HEOE3MECKH
Ta CTIOKYCH, HIY — II¢ YOCOOJIEHHS MAaCHBHOI KIHOUOT
npuponu [1, ¢. 390-392]. Ha3Ba ocTaHHROT KapTHHH
NEPEKIMKAETHCS 13 TPABIOPOIO, 10 300paxkae apyry
3aruOiy JXKiHKy Mapkiza: “everyone painted her but
the Redon engraving I liked best, “The Evening Star
Walking on the Rim of Night”” [9]. Mapki3, sik 31a-
€ThCs1, BOauae eKopaTUBHY (QYHKITIIO Y CBOIX JKIHKAX.
Sk momivae ¥ioro 1oHa npyxuHa: “‘he had invited me
to join this gallery of beautiful women” [9].

€IuHEe TONOTHO, IO pealbHO IicHye, ‘“Rape
of the Sabines”’, nonae peagiCTHYHOCTI OTMIOBIJAHHIO:
“The flame picked out, here, the head of a man, there,
the rich breast of a woman spilling through a rent
in her dress — the Rape of the Sabines, perhaps?
The naked swords and immolated horses suggested
some grisly mythological subject” [9]. el croxer
puMchkoi  Mionorii  BUKJIHMKaB  3alliKaBJICHICTh
0araTbOX CKYNIBITOPIB Ta XyIOXHHKIB (KapTHHU
I1. TI. PyGenca, Ilepo me Koptona, XKaka Cremna,
H. Ilyccena # inmwmx). He 3po3ymino, siky KapTuHY
onucye A. Kaprep, omHak TyT rojoBHe — TeMaTHKa
HACHJIbCTBA HAJl JKIHKaMH, OTOJICHUH Med, 3aryOieHi
koHi. Came TakMMH CIOXKETaMH TIPHUKpAIIae CBii
3aMOK MapKi3.

He MeHm BaxmBuUMH € i amo3ii, mo A Kaprep
BUKOPUCTOBYE B ommci 0OibmioTexkn Mapkiza. Taxi
kHurH, Kk “The Adventures of Eulalie at the Harem
of the Grand Turk”, miaKpeCIIOIOTh 3aJeKHY POJb
TOJIOBHOT repoiHi B MOJPYXHiX (IHTUMHHX) BiJTHOCH-
Hax, 11 CKIaAHUH MIIAX 0 camMomi3HaHHA. JliBumHa
YUTa€ Ha3BW Ha mamitypkax: “Eliphas Levy; <...>
The Initiation, The Key of Mysteries, The Secret
of Pandora’s Box” [9]. Enidac JleBi — Binomuii ¢ppan-
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Iy3pKkuit OKynbTHCT. Hassa xkauru “The Initiation” —
IHIIIAIS K TIPOIIEC TOCBIYEHHS, Y KOHTEKCT1 TBOPY
MO)KE CHMBOJTI3yBaTH OZIPYKEHHS Ta TePITy HUTIO0HY
Hiu. “The Key of Mpysteries” HaTskae Ha TOIIYKH
MapKi3H, a K04, sIKHi BOHA OTpHMala BiJ Mapkisa,
CTa€ BOXJIMBUM CHUMBOJIOM, IIO PO3KPHUBAE TIPABILY
mpo il domoBika, BigAKpHBae 3a00pPOHEHY KiMHATY,
JIe BOHA OTpUMY€E HeoOXimHi iif 3HaHHA. “The Secret
of Pandora’s Box” Haramye 4nWTadeBi MpO JiBYMHY
i3 rpeupKoro Midy, HOMUTIUBICTD sIKOI 3Mycmia ii
BIJKPUTH CKPHUHIO 1 BUITYCTUTH Yy CBIT CTpasKAaHHS,
SAKI HEMOXJIMBO BKe OyJO TMPHUXOBAaTH, 3aKPHUBIIH
KPHIIIKY, BIINIOBi1a€ i 0Opa3y repoiHi po3moBii, AKa,
3 OMHOTO OOKY, Ti3HAETHCS CTPAITHY MPaBAY PO Map-
Ki3a, a 3 iHIIOTO — PO3KPUBAE TIPaBIy Mpo cebde, mpo
Heri3HaHe 1 3a00poHeHe.

[likaBo, 1m0 IOHAa MapKi3a, PO3AUBISAIOUUCH Kap-
THHH Ta KHUTH O10TI0TEKH, HE 3aMHUCTIOETHCS II0H0
JTUBHUX yIOA00aHb Ta MPUCTPACTEH CBOTO YOJIOBIKA.
KuBormcHi iHTepMemianbHI BKparuIeHHS paiie
MOYKHa aCOLIOBAaTH i3 caMUM MapKi3oM, Horo xapax-
TEpOM, YIIOZ0OaHHIMH, CTaBICHHM 10 CBOIX KiHOK.

Toni sk Mapki3 oTouye cebe KapTUHAMU, J[IBYMHA
BiJiIa€ mepeBary My3utli. MoOXIJIMBO, TyT CTEPEOTHITHA
izmes1, Mo 4YOoJOBiK JTOOUTH oumMa (xoda A. Kaprep
1 TIOPiBHIOE OYi MapKi3a 3 HaMaJbOBaHUMH Ha €TH-
METCHKOMY capKodasi), a )iHka — ciyxoM. OfHaK TyT
MOXXHA TMOOAUUTH 1 OESIKY «3aCTHIVIICTHY YKUBOIHKC-
HUX IOJIOTEH, FOOEJICHIB Ta IPaBIoOp, IO K JIeKopa-
1ii mpuKpamawTh OyANHOK, Ta, KOHTPACTHO, HEBJIO-
BUMICTh MY3HUKH, [0 HIBHAKOIUIMHHA, SIK IOHICTh
Ta HEBUHHICTh MapKi3W.

3 MY3UKOKO 3arajioM acoOIIO€ThCS 1 il MHOTIN-
BicTb, sIKy A. KapTep mopiBHIOE 3 THXOIO MY3HKOIO:
“Then I realized, with a shock of surprise, how it
must have been my innocence that captivated him —
the silent music, he said, of my unknowingness, like
“La Terrasse des audiences au clair de lune” played
upon a piano with keys of ether” [9] (La Terrasse des
audiences au clair de lune — npentonis QpaHIy3b-
KOTO KoMIo3uTopa-immnpecionicta Kioma Jle6rocci).
My3uka, 31a€TbCs, CYNMPOBOMKYE TEpOIHIO depe3
BCE OIIOBIiIaHHS.

VY mepury 3ycTpid i3 MaiiOyTHIM HapeueHUM Trepo-
iHs “was lost in a Debussy prelude”, y TSXKY XBH-
muny “I set myself the therapeutic task of playing
all Bach's equations, every one, and, I told myself, if
1 played them all through without a single mistake —
then the morning would find me once more a virgin”,
1 HaBITh TOTYIOUMCH A0 MOKapaHHs, BOHA 3rajgye Ipo
My3uky “I went to my dressing room and put on that
white muslin shift, costume of a victim of an auto-
da-fé, he had bought me to listen to the Liebestod in”
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[9]. Tyt inTepmenianbHuii KOMIOHEHT — Liebestod,
My3HuKa 10 ¢iHanpHOI yactuHu omnepu P. Barumepa
«Tpicran ta [301bp12», 10 3BYYHTH y KyJIbMIHALIN-
HUU MOMEHT, KOJIH [3011h/1a CITiBa€ HaJl MEPTBUM TiJIOM
Tpicrana. BaxaIuBuUM € IIe OMWH iHTEpMeTiaabHUI
KOMITOHEHT — 13 CBITY MOJAH, KOCTIOM ayTomade, 110
BJISITaBCSI HA YPOUYUCTE OTOJIONICHHS BUPOKY 1HKBI3H-
LIHHOTO CYIy B CepelHbOBIUHIN IcnaHii, a Takox Ha
MyOJIivHe crajeHHs JIoNeH, OTONOIIEHIX €EPETHKAME
iHkBi3uIicr0. He oMuHyTH 1 yItoONIeHE «TCHIECPHE
CIOBO — victim. | AKI0 Oa)KaHHS CXOBATUCS 3a BIIpa-
Bamu 3 baxa Imie BHalOTh HAIBHE Ta HEJOCBiqUCHE
JliB4a, TO OCTAHHIN MPHUKIAJ — IMiJITOTOBKA 10 3aru-
0esti, TOBOPUTH PO JOPOCIE PO3YMIHHS TI€l IIiHH,
SKy MapKi3a Mae 3aIUIaTUTH 32 OTPHMaHI 3HaHHS.

ETtanoM Ha nuisxy J0 AOpPOCIHIIIAHHS CTAOTh
1 TUCTIBKY TMEPIIOi APYKHMHHA MapKi3a 3 BUIAMH Kila-
nosuia ‘‘this little scene, executed with the lurid
exuberance of Grand Guignol, was captioned: “Typi-
cal Transylvanian Scene-Midnight, All Hallows””
3 alro3i€l0 Ha BimoMoro Bamimipa rpada Jpakyry
Ta Mapu3bkuii Tearp kaxiB «lpaH-I MHBOIBY, BimO-
MUH SK ONIWH 13 POJOHAYATBHUKIB 1 IEPIIOPOXi/II{iB
JKaHpy Xoppop. BoHa me He MOXe pPO3KOLyBaTH
Maiike O0OAIepiBCHKUI TEKCT Y MiINICY Ha JIHUCTIBIII:
““On the occasion of this marriage to the descen-
dant of Dracula--always remember, “the supreme
and unique pleasure of love is the certainty that one is
doing evil””, amxe nepudpas Bimomoi crpiuku: “The
unique and supreme voluptuousness of love lies in
the certainty of committing evil. And men and women
know from birth that in evil is found all sensual
delight” [9] mimkpecaioe HEPO3PHUBHICTH KOXaHHS,
3J1a 1 HACOJIOIH.

Tema HEpO3PUBHOCTI 3712 Ta HACOJIOAU MPOCTEXKY-
eTbcs e B ogHomy IuryBanHi L. Boanmepa. Komun
po3nsrac HOBY ApYXKHMHY BIeplIe Mapki3, “Rapt,
he intoned: “Of her apparel she retains only her
sonorous jewellery”” [9]. A. Kaprep murye Bipm
IHapns bommepa 3i 30ipku “Les Fleurs du Mal”
(«KBiTH 3112») 1 MaliCTepHO MOKa3ye, HACKUIBKU TPO-
TUJIG)KHE 3HAUCHHS MOXKE MaTu (hpas3a 3aJIe)KHO Bif
koHTeKCTy. ['epoins Ill. bomnepa — mpeamer r00y-
BaHHS Ta 3aXOIUICHHS aBTOpa, CUMBOJ PO3KYTOCTI,
CBO0OOIM, HIXKHOCTI Ta KIHOYHOCTI:

My darling was naked, and knowing my heart well,

She was wearing only her sonorous jewels,

Whose opulent display made her look triumphant

Like Moorish concubines on their fortunate days [7].

«IIpuxpacu» Illapns boanepa — oga KOXaHHIO
Ta JKIHOYIM Kpaci, TOAl SK THITIOYa TOTHYHA aTMOC-
(epa «KpuBaBoi KiMHaTH» 3MYIITy€ iHTEPIPETYBATH
i cIoBa 30BCiM iHaKIIe. B3aeMHi BiIUyTTS 3MiHFO-
FOThCS HACHJUISM, PO3CIa0JICHICTh Ta HACOJIO/AA CTa-
IOTh CTPaxoM i THUCKOM, a 4apiBHa MpHKpaca, mo ii
TaK TPAMIMBO JIMIIAE TepOiHs Bipiia (B OMOBiAaHHI
A. Kaprep miBunHa oTpuMye pyOiHOBE KOJBE), TIEpe-
TBOPIOETHCSI HA OIIMHHUK, 3HIMATH SIKUH MOJOIIH
MapKi3i cTporo 3a00pOHEHO.

OcTtaHHIM BUIPOOYBAaHHSM JIJISl MOJIOAOT APYKUHU
CTae OCTaHHS 3yCTpid 3 ii YOJOBIKOM, SIKHH Xoue ii
CTPATUTH 32 HETMIOKOPY Ta Ti 3HAHHS, 10 BOHA OTPH-
mana y Kposagiii kimaari. ¥ kasmi Illapas Ieppo
B XVII cr. giBunHy Bim cMepTi pATYIOTH i Oparw.
B omnoginanni A. Kaprep y XX ct. Monona niBunHa
OTpHMAE MiATPUMKY Bifl MaTepi, sika, A0 pedi, HOpiB-
HIOEThCSL 3 JIaBHBOTPEIBKOI Mi(pOJIOTIUHO 1CTO-
TOI0 — Mexy30t0 [opronoro: “And my husband stood
stock-still, as if he had seen Medusa” [9]. LlikaBo,
0 MaTH-MeAy3a, sKa, K BiJOMO, BOUBA€E TIOTIISIIOM,
CWIBHIIIA BiJl MapKi3a 3 WOro Haue HaMallbOBAHUMHU
Ha capkodasi dapaona oumma. 3maerbes, A. Kap-
TEep «BOMBaE» MapKiza HOTo ke, Tak OM MOBHTH,
«Bi3yaslbHOIO» 30po€ro. LlikaBo, 1m0 APyruM dYOIIO-
BIKOM MiBYMHH CTaHE CIIMANA MY3WKaHT. XOYeThCS
JyMaTH, 10 Pa3oM i3 JKUTTEBUM JOCBIJIOM JliBYMHA
oTpUMala i po3yMiHHs TaKHX LIHHOCTEH, K J00po,
XKiHOYa 1HTYillis, CHJIBHI CTOPOHHU YKiHOYOI HPUPOIH
Ta CIIPAaBKHE KOXaHHSI.

BucnoBku i mpono3umii. Omxe, A. Kaprep po3-
BHBAE ICHJIEPHY TEMaTUKY Ta MEPETIIsiIa€ KOHIIEeTITH
M00O0BI, CEKCYaldbHOCTI, HACHUIBCTBA Y KIACHYHIH
omo3wuilii active male — passive female, cTBoproe
HOBHIA Mi() — Mi) IO repoiHIo, IO BiAKUIAE TPaIu-
LiiHI YSBICHHS MPO CIAOKICTh KIHKH, «PO3PUBAEN
13 KIIIITAPOBAHICTIO B 300pakeHHI KIHOYUX Xapak-
TepiB Ta HAJA€ HOBOTO 3MICTy KAaHOHIYHUM KIHOYIM
oOpazam.

Teopu A. Kaptep — e cBoepigHuii irpoBuii mpo-
CTIp, Y SIKOMY MUCbMEHHHUIIS TIOEIHYE BJIACHI TBOPYI
imei 3 IOCBIIOM CBITOBOI XYyHOXKHBOI KYJIBTYpH,
3ar03Uvye eIeMEeHTH Pi3HUX JiTepaTypHUX XKaHPiB,
BHKOPUCTOBYE €JIEMEHTH XYAOKHBOTO IUTYBaHHS,
MOBTOpCHHS. EjNeMeHTH iHTepMeniabHOCTI 3Ha-
YHO 30arauyoTh pPO3MOBib, CTBOPIOIOTH 00’ €MHUM
1 OaraTOBUMIpHHI XyHOXHIH CBIT, CTHUMYIIOIOThH
YuTadya 10 MONAJbIIOTO 3aHYPEHHS B KYJIBTYPY
JOZCTBA.
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Pradivlianna L. M. GENDER AND INTERMEDIAL DIMENSIONS OF THE POSTMODERN TEXT
(BASED ON ANGELA CARTER’S STORIES)

The article focuses on the creative inheritance of the British writer Angela Carter. In particular, attention
is paid to the study of one of the main themes that the writer developed in her works — the theme of gender
roles and gender relations. Carter uses classical and familiar from childhood plots of famous fairy tales in
her collection “Bloody Room” to develop feminist ideas, think over the concepts of love, sexuality, violence
in the classical opposition “active male — passive female”, and discovers hidden meanings which help her to
challenge the usual archetypal images of a man and a woman and create a new myth about the heroine, who
rejects the traditional notions of a woman's weakness. Thus Carter “breaks” with clichéed features of female
characters and gives new meanings to canonical female images.

The article attempts to analyze the problems of gender relations in Carter's stories through the prism
of the postmodern phenomenon of intermediality. Intertextual and intermedial elements, which can be regarded
as intra-literary and intersemiotic references consequently, help the writer, on the one hand, to expand
the expressive possibilities of the artistic word, and on the other, to create, based on world literature and art,
a new image of a woman who is enlightened and mature.

The study reveals that Carter creates the image of a man, Bluebeard, using mainly art references — the story
is abundant in references to different paintings, sculptures. Their depictions not only indicate marques”
preferences, interests, and attitudes towards his wives but also significantly complement his inner portrait,
reveal his character and violent nature. On the other hand, Carter creates the image of a young marquise with
the help of musical elements, based on the characteristics of this art form. Through musical allusions, the writer
guides her heroine along the path that takes her from childhood inexperience to a mature understanding of her
feminine nature, strengths, and weaknesses.

Key words: postmodernism, intermediality, intertext, gender roles, Angela Carter, fairy tale.
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