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CKJVIAAOBI EJIEMEHTHU IHTEPMEITAJIBHOCTI B XY1OKHbOMY TEKCTI:
KOI'HITUBHO-HAPATUBHI ACIIEKTH

THE CONSTITUENT ELEMENTS OF THE INTERMEDIALITY IN A LITERARY TEXT:
COGNITIVE AND NARRATIVE ASPECTS

IlemkoBa O.A.,
acnipanm kaghedpu aneniucvkoi Qinonoii
3anopizvroeo HayionanbHo2o yHigepcumemy

CyyacHa TeHOeHLUis fo anensuii pisHUX BUAIB MUCTELTBA B XYAOXKHbOMY TEKCTI CTae J)KeperioM AN AOCNiAXKeHb, sKi
BUKOHYIOTbCS Ha CTUKY HayK. B3aeMofisa MUCTeLTB BUBYAETLCS B MeXax Teopii iHTepmeaianbHOCTI, ika po3yMieTbes i K
CTBOPEHHS LiNiCHOro nosixy4oXHbOro NPOCTOpY B CUCTEMI KyNbTYPK, | Ik 0COBNMBMIA TUN BHYTPITEKCTOBUX B3AEMUH Y Xy-
OOXHbOMY TBOPI, ie B3aEMOAII0Tb Pi3Hi BUAM MUCTELTBA. 3a paxyHOK BKMOYEHHS B CTPYKTYPY UMTaLii 3 iHLUXX niTepaTyp-
HUX TEKCTIB TEKCT HabyBa€e IHTEPTEKCTYanbHOro XapakTepy, NpoTe iHTepMeianbHUIA XapakTep CTae XapakTepHUM A1t BCiX
TEKCTIiB, B IKMX NPOCTEXYETLCA LUTALS TEKCTIB iHLIOrO poAy, CTBOPEHMX Ha MOBaX iHLUMX BMAIB MUCTELTBA.

KnrouyoBi cnoBa: iHTepmMeianbHicTb, iIHTepMegianbHi CKNagoBi eNeMEHTU, XYOOXHIN TEKCT, B3aEMOZi MUCTELITB.

COBpeMeHHaﬂ TeHOeHUMA K anennaunn pasnnyHbiX BUOOB UCKYCCTBA B XyAOXXECTBEHHOM TEKCTE CTaHOBUTCA UCTOY-
HWKOM ANS MCCneaoBaHui, BbINMOMHAEMbIX Ha CTbIKe HayK. B3aumopgencraue MCKYCCTB MU3y4aeTCAa B paMKax Teopun UH-
TepmMeananbHOCTU, KOTOpadA NOHUMAETCA U KakK co3fgaHne LenoCTHOro NosinxygoXecTBeHHOro npocTtpaHcTea B CUCTEME
KynbTypbl, N KaK ocobbIvi TMN BHYTPUTEKCTOBbIX OTHOLLEHWI B XyOooXXeCTBEeHHOM npoun3seaeHun, roe BSaVIMOAEVICTBy}OT
pasnunyHble BNObI NCKYCCTBa. 3a cyeT BKIOYEHMS B CTPYKTYpY umMTaunmn n3 gpyrmx nutepartypHbIX npom3BeueH|/||7| TEeKCT
an|o6peTaeT VIHTepTeKCTyaﬂbeIVI XapakTtep, oaHaKo VIHTepMe,CI,MaﬂbeIVI XapakTep CTaHOBUTCA XapaKTepHbIM OnA BCEX
TEKCTOB, B KOTOPbIX NpocnexunBaeTcsd LnTauna TeKCTOB MHOIoO poda, Co3gaHHbIX Ha A3blKax Apyrinx BUMAOB UCKYCCTBa.

KniouyeBble cnoBa: NHTEpMeananbHOCTb, UHTEPMEONAlbHble COCTaBndAoLWNe, Xy,ClO)KeCTBeHHbII;i TEKCT, B3aumoaen-
CTBUE NCKYCCTB.

The current tendency to appeal to various types of art in the literary text becomes a source of research that is per-
formed at the junction of sciences. Interaction of arts is studied within the theory of intermediality, which is understood both
as the creation of a holistic poly-artistic space in the system of culture and a special type of inter-text relations in a work
of art where different types of art interact. Including in the structure citations from other literary texts — the text acquires
intertextual character, but the intermedial character becomes the particular feature of all texts, which comprise the citations
of texts of another kind, created in languages other types of art.

Key words: intermediality, intermedial components, literary text, interaction of arts.

IMocTranoBka npodaemu. OCTaHHIM YacOM aKTy-  acleKTH €JEeMEHTIB I1HTEepMeNialbHOCTI B XyHOX-

QIBHOI0 CTa€ TEHJEHIS 3aCTOCYBaHHS 3aMiCTh  HBbOMY TEKCTi. MeTa A0CIiIzKeHHsl TIOJISITae y BUSB-
TEPMiHY «B3a€MOJIisi MHCTENTB» MOHSTTS «IHTEpP-  JIGHHI OCOONMBOCTEH BepOaizallii CKIaJoBUX ele-
MEIIaTbHICTEY, SKE IOIOMara€ BHSBHUTH OCOONWBI  MEHTIB iHTEpMEIIaTbHOCTI B XyAOKHHOMY TEKCTi Ha
THTIA BHYTPITEKCTOBHX 3B’SI3KiB y TBOpaX, IO CIH-  HAPaTUBHOMY PiBHI.
paroThCcs Ha OOpa3HICTh PI3HUX BHUJIIB MHCTEITBA. Buknan ocHoBHoro marepiaay. TBip cioBec-
Tepmin «iHTepMenianbHicTh» (aHrI. Inter + media /  HOro MECTENTBa € HE JUIIE IHTEPTEKCTYaJIbHUM,
art = intermedia / interart) y IMUpOKOMY CEHCi O3HAa-  OCKUIBKM BiH CKJIAJA€TbCA 13 LUTAT 3 1HIIUX JIiTe-
Yae CTBOPEHHS IUIICHOTO MOJNIXYI0KHBOTO TIPO-  paTypHUX TEKCTIB, a W iHTepMeniadbHIUM, TOMY IO
CTOpY B CHCTEMI KyJIBTYpH (XyZOKHHOI METAMOBH B HOTO CTPYKTYPY 3aJIy4alOThCS «IIUTATHY, 3aM03H-
KynbTypH, 3a L. I1. Imeiamm) [1, ¢. 149]. ¥V By3pkOoMy  deHi 3 TEKCTiB IHIIOTO POy, CTBOPEHHX HA MOBax
3HAYCHHI IHTEPMEMIANbHICTh — II¢ OCOOJMWBWI THIT  IHIIUX BHUIIB MHUCTENTBAa. Y TMiH iHTepIpeTamii
BHYTPITEKCTOBHX B3a€MHH Yy XyIOKHBOMY TBOpi,  «TEKCT» PO3YMIETHCS MIMPOKO: HE TUIBKM SK JIiTe-
7€ B3a€MOJIIOTH pi3Hi Buau mucrenrsa. OCKUIBKM — paTypHHUH, a U K «TEKCT MUCTELTBA», «TEKCT KyJb-
Cy4acHi aBTOpPHM 3BEPTAIOThCS 1O IHTEPMEAIalbHOI  TypH», «CBEPXTEKCT» [2].
TEXHIKH, AKTYyaJbHUMH CTalOTh HAyKOBI JOCIIi- TpaauiiiiHi CKJIagoBI TBOPY, sIKI YTBOpEHI Ha
JDKEHHS, SIKI MalOTh Ha METi JIOCHIIUTH B3aEMOJII0  CTUKY MHCTEITB, JO3BOJISIOTH IMMOOAUUTH CeMaH-
MHCTCUTB Y XyAOKHBOMY TEKCTI Ta JOCHIIUTH IEW  THYHY ITTHOWHY TEKCTY. BUAUISIOTE YOTHPH KITACHIHI
(heHOMEH HA JIHTBATHHOMY DPiBHI. iHTepMenianbHi CKIIaJI0BI YaCTHHU:

O0’eKTOM MOCHIKEHHS € [iallol MUCTEITB 1) iHTepMeTialIbHUH eIeMEHT sIK HaliMEeHIIIa CK1a-
y XyOO)KHBOMY TEKCTi B paMKaxX Teopii iHTepMedi-  JI0Ba YyacCTHHA JIITEPaTypHOTO TEKCTY, SIKii CTBOPEHO
anpHOCTI. [IpegMeToM MOCITIJDKCHHS € JIIHTBAJIBbHI B IPOLECI B3a€MOJIIT MUCTEIITB;
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2) iHTepMeniaTbHUN Tepoil — 00pa3 MmepcoHaxy,
MPEACTABICHUH Y PaKypcCi IEKiIIbKOX MUCTELTB;

3) iHTepMetiaibHa KOMIIO3HIliSI — BUKOPUCTAHHS
CTPYKTYPH TBOPY 1HIIIOTO BHY MHUCTEIITBA;

4) iHTepMemiambHUIN JXKaHp — JKaHp, AKUH MOXKe
OyTH TIpeACTAaBICHUM B IHIINX BUIAX MHCTELTBA
[3, c. 158].

Po3nuBuMoOCsT  mepepaxoBaHi  iHTepMeIliaibHi
CJIIEMEHTH Ha TPHUKIAax, BUOpaHUX 13 XyHOXKHIX
TEKCTIB, sKI HaJeXarTh JIO0 CMOXH MOJICPHI3MY Ta
MOCTMOJICPHI3MY.

HaiinomyssipHiImoro ckiiajoBO0 YaCTHHOIO 1HTEP-
MEIiaThbHOCTI B XyIO)KHBOMY TEKCTi, SKUH € pere-
BaHTHHM $IK JIO €TIOXH MOJICPHI3MY, TaK i ITOCTMO/IEep-
Hi3My, € iHTepMeniajJbHuii eeMeHT. BiH monsrae
B TOMY, II0O B JITEpaTypHOMY TEKCTi aBTOpP MOXKeE
aresroBaTH A0 TEPMIHOIOTIYHOT 0a3H KOKHOTO OKpe-
MOTO BHJly MUCTEITBA.

[IponoHy€eMO pO3IUBHUTUCS TPUKIAIU, B SKUX
MIPOCTESIKYETHCS  AMENAIlIS 10 MY3WKH, 00 €MHO-
MTPOCTOPOBUX IHCTAIIALIN, APXITEKTYpH Ta )KHUBOITHUCY.

The room trembled suddenly with a cacophony of
discordant piano notes <...> if we take those same
notes and arrange them in a better order [5, c. 86].
VY HaBeJeHOMY TEKCTOBOMY ()parMeHTi crocrepira-
€MO areIAIiIo 0 My3UYHUX HOMIHAIIIN: piano notes,
arrange notes, a TaKOXX MOXXEMO 3PO3YMITH BILUIHB
JTUCTaPMOHIMHHMX aKOpiB Ha CIlyXadiB 3aBISKH ITiJl-
Oopy cIiB 13 HEraTMBHOIO KOHOTali€lo: frembled
suddenly, cacophony Ta discordant.

[HTepMenianbHUI €JIeMEHT peasi3yeTbesi B TOMY,
IO Ha piBHI IMEHYBaHHS NPOCTEKYEThCS UTIO3is
MIPUCYTHOCTI MY3WKH B XYIOKHBOMY TEKCTi, sKa
CTBOPIOETBCS 32 PaXyHOK BHKOPHUCTAHHS MY3WYHOI
TEPMIHOJIOTIi, 3raJlyBaHHA IMEH BiJJOMHUX KOMITO3H-
TOpiB Ta Ha3B ix TBOpiB. HacTynuuii npukmnazn Oynao
o0paHo 3 HoBenu Bipmkunii Byng, sika € kimouoBoro
(biryporo aHTIIIHCHKOTO MOICPHI3MY.

Was it the sound of the second violin tuning in
the anteroom? Here they come; four black figures,
carrying instruments, and seat themselves facing
the white squares under the downpour of light; rest
the tips of their bows on the music stand; with a
simultaneous movement lift them; lightly poise them,
and, looking across at the player opposite, the first
violin counts one, two, three ... <...> — That’s an
early Mozart, of course... — But the tune, like all his
tunes, makes one despair — [ mean hope... [8].

VY HaBeJEHOMY TEKCTOBOMY (parMeHTi mpocre-
KYEMO BKJIIOYEHHS MY3HUYHOI TEpMIHOJIOTII: 3a3Ha-
YCHHSI YYacCHUKIB CHUM(OHIYHOTO OpKecTpy abo
THILIOTO OpKeCTPy aHajoriyHoro cknany (the first
violin, the second violin, the player), Ha3B My3ud-
HUX IHCTPYMEHTIB Ta iX KOMIOHEHTIB (violin, bows),
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CJIiB, PETICBAHTHUX JI0 MY3HYHOTO KOHTEKCTYy (white
squares, white squares, tune), Ta IPUCYTHICTb Npsi-
Moi pedepeHmii Ha BiIOMOTO KOMIIO3HTOpa Ta eTarl
rioro TBOopuocCTi (an early Mozart).

CydacHe MHCTEUTBO BiJPI3HAETHCS BUILHOMIYM-
CTBOM, HeTlepen0adyBaHICTIO Ta BTUICHHSM MHCTE-
[TBA B peaJbHICTh. MHTIII CHOTOJCHHS TParHyTh
CTBOPHUTH 1HTEPAKTUBHE MHUCTEITBO, TOMY CTBOPIO-
IOThCSI Taki apTo0’€KTH, Jie JIIOAMHA MaTUMeE 3MOTy
B3a€EMOJIISATH 200 MPOCTOPOBO, a00 THTEJIEKTYaIbHO,
3aly4alour CeHCOpPHE Ta KOTHITUBHE CITPUNHSTTSI.

<...> this was an illusion — a tremendous work of
art. I'm inside an elaborate planetarium, he thought,
marveling at the impeccable attention to detail. The
star-filled sky was a projection, complete with a moon,
scudding clouds, and distant rolling hills. The rustling
trees and grasses were truly there — either superb
fakes or a small forest of living plants in concealed
pots. This nebulous perimeter of vegetation cleverly
disguised the enormous rooms hard edges, giving
the impression of a natural environment [5, c. 76].

[lpuknan, BuOpanmii i3 pomany Jena bpayna
«Origin», ommcye IHTEPAaKTUBHY IHCTANALIIO, €
TBOpELb CTBOPIOE JyKE PEaiCTHYHY 1II03110, MaHi-
MYJNIOIOYH  ayJIUTOPi€0, 3MYIIyIOUM il MOBIpUTH
B TIPOEKIIiI0. PeasbHICTh 17110311, CTBOPEHOT MHUTIIEM,
OTIFICAHOIO Y TBOPi HA PiBHI TEKCTY, CIIPUHAMAETHCS
3aBISKA BUKOPHCTAHHIO CIIB, SIKi ONMHUCYOTH aTMOC-
¢bepy, B sKil 3HAXOAATHCS DIsAAAYi 1 Ky YATad MOXKE
CTIPUIHSATH 3aBISIKA CEHCOPHOMY eKCIipieHcy. ABTOp
aresoe 10 Bi3yallbHOTO Kony: star-filled sky was a
projection, moon, clouds, hills, ayniaibHOTO KOAYy:
rustling trees and grasses, TIpOCTOPOBOTO KOAY:
nebulous perimeter, enormous room’s hard edges.
[IpaBnomoniOHICTh IepenacThCs B JETANSAX HE JINIIIE
B IHCTaJIALIII, @ 1 HA PiBHI TEKCTY 3aBISKH TaAKUM CJIO-
BOCIIONYUYCHHSIM, SIK: either superb fakes or a small
forest, truly, impression of a natural environment.

Hactynmaum npukianom € gparMeHT i3 poMany
Jena bpayHa, B IKOMY IPOCTEXYETHCS, KpIM TIpsi-
Mol anensiii 10 Ha3Bu KapTuHu (The Swimming
Pool), onnc xapakTepHUX PHUC TBOPUYOCTI (paH-
Ly3bKOTO XYyZIO)KHHKa-HOBaTopa IBa KuidiinHa, skuii
CTaB BiJJOMUM 3aBISKH MOHOXPOMHHUM KapTHHaM,
SIKI aBTOp OIKCYE B POMaHi: the enormous painting
consisted of a single color — a monochrome field
of deep blue — and viewers around its perimeter,
staring down at it as peering into a small pond. It is
by YWes Klein and has become affectionately known
as The Swimming Pool [5, c. 36]. HaBeneunuii
TEKCTOBHH (parMeHT CIyrye NPUKIAJAOM MO€-
HaHHS JACKIIBKOX IHTEpMeaianbHUX eleMeHTiB. TyT
MOETHYIOTHCSI TEPMiHU JKHUBOIIHCY, IO CIIOCTEpira-
€MO Yy BHKOPHCTaHHI TaKWX JEKCUYHHUX OJUHHUIIG:
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painting, monochrome, color, deep blue. Oxpim
TOT0, aBTOP BHKOPUCTOBYE JICKCUYHI OJMHMII, SKI
€ OIITBII XapaKTepHUMU i chepu Tearpy: viewers,
peering into, staring down.

Jen bpayH — ofuH i3 aBTOpiB ChOTONIEHHS, KU
BIJIPI3HSAETHCA JIETAIBHICTIO, TOYHICTIO OIMCaHHS,
3aBISIKM YOMY apTo0’€KTH, sIKi BiH BKJIIOYAE B CTPYK-
TypY CBOiX TBOPIB, y>Ke JIETKO BiITBOPIOIOTHCS Y CBi-
JIOMOCT1 peuuIieHTy. BiH Maltoe KapTHHU 3aBISKH
JIEKCHYHUM OIUHUIIM, SKi B TOYHOCTI TMEPENaroTh
po3Mip (the enormous painting), xonbopu (a single
color — a monochrome, deep blue), opmu Ta nomo-
MararoTb C()OPMYITIOBATH BpaKEHHS BiJ] T0OAUYEHOTO-
npouutaHoro (affectionately known). IlpoTsirom
PO3BHUTKY HapaTUBY aBTOP MEPiOJUYHO TOBEPTAETHCS
10 mormuOaeHHs jaeraneil 00’€KTiB MuUcTenTBa ado
oricy TBOopuocTi MUTHiB: Klein invented this color,
its calledinternational Klein Blue, and he claimed its
profundity evokedtheimmateriality and boundlessness
of his own utopian vision of the world [5, c. 36].

VY HaBeIeHOMY NPHUKIAAlI 3TaAyIOTbCs OCOOIH-
BOCTI TBOpYOro OadeHHs XygokHuka I[Ba Kistiina.
ABTOp pOOHWTH HAroiioc HE JIMIIE Ha TOMY (aKTi,
o0 el XyJOXXKHUK BUHAWIIIOB OCOOJIMBHIA KOJIIp
(Klein invented this color), sixuii oTpuMaB BJIacHY
HasBy (it’s called international Klein Blue), a na
TOMY, IO LW KOJNip J1aB MOXKJIMBICTh MUTIIIO TIepe-
JaTy BiacHe OaueHHs CBITY, HOro TIMOWHA BHKIIU-
Kaja HeMarepiajbHIiCTh 1 OE3MEKHICTh BIACHOTO
yTONiYHOTO OaucHHs cBity (profundity evoked the
immateriality and boundlessness of his own utopian
vision of the world).

[Iporory€eMO pO3IUBUTHUCS TEKCTOBI (pparMeHTH,
SIKI MOXKYTh CIYTYBaTH TMPHUKJIAIOM pErpe3eHTAaIlil
B3a€MOJIT XyIOKHBOTO TEKCTY Ta TAKOTO BUIY MHC-
TEITBA, K apXiTeKTypa.

[MpuknamoM iHTepMeianbHOI B3aeMoii JiTepa-
Typu Ta apXiTEeKTypH CTarOTh (parMeHTH, SKi OIH-
CYIOTh €KCTep’ep Ta iHTep’ep My3ero ['yrremxeiimMa
B binp0ao, OMUC SKOTO BKIFOYEHO B KOMIIO3HIIHHY
cTpykTypy pomany lena bpayna «Originy». Byaismto
MY3€l0 CIPOEKTOBAHO aMEPUKAHCHKO-KaHaIChKUM
apxitektopom Openkom Iepi. Bynismo BuzHaHO
OJTHUM 13 HaMOIIbIl BUJIOBHUIIHUX y CBITI Oy/IiBeNb
Yy CTHJII ACKOHCTPYKTHBI3MYy Ta OyJI0 Ha3BaHO Ha-
OLTBIIM OYITMHKOM HAIIIOTO Yacy.

<...> the massive, glimmering museum. The
Structure was impossible to take in at a glance.
Instead, his gaze traced back and forth along the
entire length of the bizarre, elongated forms. This
building doesn t just break the rules. It ignores them
completely. A perfect spot for Edmond |5, c. 15].

[ToniOHa macmTaOHICTh, TIEBHA XUMEPHICTh CIIO-
PyIY Ha JE€HOTaTWUBHOMY PiBHI peajli3yeThCsi CIOBO-
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CIOTY4YEeHHSAMU Structure was impossible to take in
at a glance, entire length of the bizarre, elongated
forms, break the rules, building ignores them. ABTop
CTBOPIOE 3B’SI30K MiXK I'€POEM POMaHy Ta apXiTek-
TYpPHOIO CTIOPY/OIO, 1 I1€ CITiBBITHOMIEHHS MK HUMH
HaJa€ MOXKJIMBICTH ITONIEPEIUTH YUTAYA ITPO OCOOITH-
BOCTI XapaKTepy reposi, SKiii BBaKae 3a Kpare BCcTa-
HOBHTH Miclie U1 HOTO Mpe3eHTawil B TaKiil apXiTek-
TypHiii ciopyai: A perfect spot for Edmond.

The museum atrium felt like a futuristic
cathedral |5, c. 24]. Ctuib Oy/iBii JIICHO BUOKpEM-
JIIOETHCS 3 apXITEKTYPHOTO KOHTEKCTY Micta. Tomy
aBTOP BUKOPHUCTOBYE CJIOBOCIOIYYEHHS a futuristic
cathedral. MoxnuBo, aBTOp BUKOPHUCTOBYE CIIOBO
cathedral came nns toro, mo0 3poOUTH HArOJIOC HA
TOMY, 11O 1€ MiCIIe TIOKJIMKAaHO BMICTUTH Ta 30€perTi
apTeakTH MHCTEIITBA.

Hessuuaiinicts nu3aiiny OyiBii BioOpaxkaeTbcs
1y BIIUyTTi, SIKE BiH BUPOOJIS€ Ha BiABIyBaYa i, BilI-
TIOBi/THO, Ha ynTa4a TeKcTy: The museum’s entrance-
an ominous black hole in the reptilian structure
<...> he had the uneasy sense that he was entering
the mouth of a dragon [5, c. 17]. HanpyxeHictb
BIJUYTTSl BIiATBOPIOETHCS CIIOBAMH WHeAsy Sense,
ominous black hole, mouth of a dragon, Tomy 110
CTBOPIOETHCSI TIEBHA MICTHYHICTD Ta 3aTraKOBICTh.

PozguBuMoOCs TEeKCTOBI ()parMeHTH, B SKHX IPO-
CTeXXYEThCS iHTepMeiajabHa KaTeropis «iHTepMei-
aJIbHUI repoii» — 1ie TaKuil NepCoOHaX, IKUH € Mpe-
CTaBHUKOM TBOPYOI Ipodecii abo crienianicToM y Tii
4u iHIIiH cdepi TBOPUOT AISLITLHOCTI.

Hatiuacrimie 1o i€l TpaauiiitHOT iHTepMeniab-
HOI Kareropii 3BEpPTAETHCS] BIMOMHH aHTIIHCHKHIA
MMMCbMEHHHUK-MoziepHicT JIxorn Dayms. Tak, Hampu-
KIaja, BiH cTBOproe repos pomany «The Ebony
Tower», Akuii € Xy10KHUKOM. TBOpYa CyTHICTb F'epOI0
gepe3 Horo TBOpY Kap €py BU3HAYA€E HOTO CTaBICHHS
JIO CBITY, SIKE TIPOSIBUJIOCS y CBABLJLI, HE3aJIEKHOCTI
BiJl [yMOK OTOUYIOUHX, CYIIEPEWIMBOCTI Ta BIAJ-
HOCTi. Ha piBHI MOBH IIe CIIOCTEPITAEMO Y BHKOPHC-
TaHHI TaKUX JIEKCEM Ta CIIOBOCIIONyYEeHb, SIK growing
authority, maturity in his work, power and skill, his
unregenerate life-style.

Yet he showed a growing authority, a maturity
in his work. Power and skill, the superbly incisive
draughtsmanship, were undeniable. This way of
life had already become a quaintly historical thing.
The rumors and realities of his unregenerate life-
style, like his contempt for his homeland became
amusing <...>. He himself had once termed the
paintings ‘dreams’; there was certainly a surrealist
component from his ‘twenties past, a fondness for
anachronistic juxtapositions. Another time he had
called them tapestries <...> [6, c. 17].
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CTBOpeHHS  IHTEpMENiadbHOTO  TepOS-MHTIIS
HEMOXUIMBE O€3 3allyueHHsI IHTEepMEMiallbHUX elie-
MeHTiB. Tak, OMcyIoun TBOPUill CTHIIL TePOI0, aBTOP
3rajlye Taki TEpMiHH, XapaKTEpHi Ui KHBOIIHCY,
3aydalour aBTOPCHKHM OINIHOYHWE Xapakrtep: the
superbly incisive draughtsmanship, anachronistic
Jjuxtapositions, paintings, tapestries.

[lle ommH TekcroBmii (parMeHT, OOpaHUil i3
pomany The Ebony Tower, ciayrye npukiaaom moes-
HaHHS IHTEpMEIiabHOTO Ireposi Ta eIEMEHTIB 1HTep-
MeJialbHOCTi. ABTOPOM MOJA€ThCsI iH(GOpMAIIis po
TBOpYHIA OEKTpayH]| Tepos, SIKUil BIUTMHYB Ha MOJO-
JIOTO  XyHOKHHUKa-aOCTpakIioHicTa 1 apT-KpUTHKA
Hesina Bimssimca: David William s parents were both
architects <...> their son had shown natural aptitude
very young, and acute color sense, and he was born
into the kind of environment where he received
nothing but encouragement [6, c. 42]. 13 HapaTuBy
PO3YyMI€EMO, TIIO JKUTTSI MOJIOJIOTO YOJIOBIKA TTOYATOCS
i hopmyBasocs y TBopUiit ponuHi (parents were both
architects), 0 cTal0 OCHOBOIO ISl (pOpMyBaHHS
TaJaHTy i TBOPYOTO HABUKY B T€POSI i3 CAMOTO JUTHH-
ctBa (shown natural aptitude very young, and acute
color sense). BaxxaMBUM HaroiaocoM € Toi Qaxr, 1o
TBOpYA HATypa MPOJOBKYETHCS 1 HAMXAETHCS OTO-
4eHHSIM he was born into the kind of environment
where he received nothing but encouragement.

Haiivacriime aBTOpyM MOCTMOAEPHI3ZMY 3rajy-
I0Th 00’€KTH MHUCTEITBA JIy’)KE€ KOPOTKO, MHUMOXIi[b.
BoHu cTBOPIOIOTH Takoro Treposi, sIKMi HajexaB Ou
JI0 TIPEJCTAaBHUKIB MHUCTEITBA, OyB CIICLIaIiCTOM
y Tilt um iHmiA chepi. Sk BKe 3a3HaUANOCS, XapaK-
TEPHUM JIJIS1 TBOPUOCTI aHTIIIMCHKOTO MICHhMEHHHIKA-
rmoctMonepHicTa JIkona @aym3a cTae CTBOPEHHS
iHTepMmenianpHOTO Tepost. Y pomadi «The Collector»
rojloBHa repoins, Mipanaa I'pei, cTae CTyIeHTKOIO
LIKOJIM MUCTENTB, 1€ BOHU BUUTHCS] MAJIFOBAHHIO, B 1i
OTOYCHHI € 0araro XyJIOKHUKIB, B SIKHX BOHA YepIIae
HaTXHEHHsS. BoHa BiJpi3HAETbCS MOCTIMHUM Mpar-
HEHHSIM J0 BIOCKOHAJICHHS CBOIX TBOPYHUX 3M10HOC-
teit: Another day she drew a bowl of fruit. She drew
them about ten times, and then she pinned them all
up on the screen and asked me to pick the best. I said
they were all beautiful but she insisted so [ plumped
for one. “That’s the worst,” she said. The one that
was so good only looked half-finished to me [7, ¢. 60].
Ha miarBamsHOMY PiBHI MPOCTEKYEMO aIEIIAIII0 0
iMEHYBaHHS MTPOLIECIiB CTBOPEHHS KapTUHH (she drew
a bowl of fruit), Ta aBTOp TIPOTIOHYE OI[IHOYHE CTaB-
JICHHSI TePOiB, SKi, IO pedi, TOTAILHO MPOTHUIICKHI B
OauyeHHi mucrenrsa (she pinned them all up on the
screen and asked me to pick the best). ®penepik
Kiterr 3axorumoetbesi MipaHIOIO HACTIIBKH, IO
0auuTh mIeAeBp y Oyab-4oMy, IO BOHA CTBOPIOE
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(I said they were all beautiful, the one that was so
good only looked half-finished to me). Mipanna, six
B)KE BiJJOMO, — TBOpYa i HATXHEHHA, JIOCUTh CAMOKPH-
tuuHa (That’s the worst, she said).

ABTOp 3BEPTAETHCA IO TEXHIKA CTBOPCHHS 1HTEP-
MEIIiaIbHOTO Tepos, M0 0a4rMMO HE JIUIIE B TOMY,
0 MOJIofia AiBYMHA Oyia XyIOXKHHIICI0, a TAKOXK y
npi3BuL KiBunHu — Mipanna ['peit (Miranda Grey).
BBaxkaemo, 110 aBTOp HABMHUCHO TIPOTIOHYE TaKHii
KOJIIp SIK CipHid, 00 BiH XOTiB OMEPEAUTH YUTaYa PO
HACTYIHI JIpaMaTH4Hi OAIT B )KUTTI FepoiHi.

InTepMenianbHa KOMIO3MLis, TPETS CKJIaI0Ba
JacTHHA IHTEPMEIiaJTbHOCTI, CTA€ aKTyaIbHOIO KOXK-
HOTO a3y, KOJIU aBTOp 3BEPTAETHCS JI0 OMHCY OyIIb-
SIKOTO BHJIy MHCTEITBA B CTPYKTYPHIM KOMITO3UIIIT
XyJO0KHBOTO TEKCTY.

[IponoHyeEMO pPO3AMBHUTHUCS YETBEPTY CKIATOBY
YaCTHHY IHTEpMEMIaIbHUX TPaJnIiil — iHTepmeti-
aJbHUI sKaHpP. SIKIIO pO3TUBUTHUCS OMHMCAHHS Bill-
HOCHH MDX JIBOMa Teposmu pomany Jxona Paymnsa
«The Collector» i3 Toro momeHTy, ik DepaiHanzg
yB’sI3HUB MipaHIy y CBOEMY OYIWHKY, TO MOXHAa
ynoaiOHUTH TiepeOyBaHHs AIBYMHH B HHOTO 3 THMHU
METEJIMKaMH, SIKHX TaK PeTelIbHO 30MpaB JICMiJI01-
tepict: I'm an entomologist. I collect butterflies
[7, c. 23]. diBumHa BU3HAE, MO BOHA OyKBAJIHHO
CTa€ METENHMKOM y KoJlekIii eHromorora literally.
You've pinned me in this little room and you can
come and gloat over me <..> let me fly away
[7, c. 24]. She saw some old pictures of butterflies
[7, c. 30]. MeTadopa JJIBUMHA € METEJIUK, sika
PO3KpHUBAETHCA B CIOXKETHIMN JiHIT, mepeadavae npu-
pEUYCHICTh Ta HEMHUHYYICTh O MOJIOAOI JiBUMHH.
dororpadis, Ska cTae UTIOCTpaIli€l0 pOMaHy, PO3-
KpUBa€ CYTHICTh BCHOTO pOMaHy — B I[bOMY BOaua-
€MO 1HTEpMEIialbHy MaHepy. YBECh CMUCIH XYHOXK-
HBOTO TEKCTYy PO3KPUBAETHCS YEpe3 TaKUi BHJ
MUCTEITBA, 5K (poTorpadis.

BucnoBku. IIpoanamizoBaHi TeKCTOBI par-
MEHTH BKa3ylOTh Ha IMIDIIKAIlI0 €JIEMEHTIB iHTpe-
MEIIiaIbHOCTI Ha TPbOX PIiBHSAX: TEKCTOBOMY, CMHC-
JIOBOMY Ta CHOKETHOMY. 3aJlisTHHSI Pi3HUX €IEMEHTIB
IHTEpMEAiaJbHOCTI Ha PI3HUX PIBHIX JIEMOHCTPYE
CKJIQJIHUH XapaKTep I[bOTO SBUIIA, 32 PaXyHOK YOTO
CTBOPIOETHCA ToJOTpadiuyHa KapTHHA MUISIXOM Iepe-
XPEIIEHHS BUIB IHTEPMEIialbHOCTI Ta armessii 10
PI3HUX BHIIIB MUCTEITB ¥ XyIOKHIH CEMaHTHIII.

Ha ocHOBiI mpoaHajizoBaHUX TEKCTOBUX par-
MEHTIB MOXHa 3pOOWTH BHCHOBOK, III0 B TIpOIIECi
CHPUHHSATTS Pi3HUX CEMIOTHYHUX CHCTEM MUCTEIITBA
BiJIOyBa€ThCsS OOMIH 0ararcTBOM BiJYyTTiB, Pi3HO-
MaHITHICTIO 17€#, eMOIIili 1 CTaHiB, SIKi 3HAXOAATLCS
B JIOMEHI [103aMOBHOI JIHCHOCTI 1 € 00’ €KTOM 1HTEp-
mpeTartii 3acodamMu MOBHOTO KOJY.
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MNPUHIOUIIN KOHCTPYIOBAHHA IJIEHTUYHOCTI
AHITIOMOBHOI'O JUTAYOI'O ITIOETA

THE PRINCIPLES OF THE CONSTRUCTION OF THE IDENTITY
OF THE ENGLISH-LANGUAGE CHILDREN’S POET

IMikamosa A.O.,

Kanouoam Qinono2iuHux HayK, OOyeHm,

doyenm Kageopu inozemHoi pinonozii

K3 «Xapkiscoka eymanimapro-nedazoziuna akademisay
Xapxiecokoi obnachoi paou

Y cTaTTi akKLeHTOBaHO yBary Ha KOHCTPYMNOBaHIN CYyTHOCTI iBEHTUYHOCTI ANTSAYOro noeTa. Y poboTi BUCBITNEHI NpUHLMMN
KOHCTPYIOBAHHS! iAEHTUYHOCTI TaKOro aHrfoMOBHOIMO AMTAYOro noeta, sik Teogop Coto3 Mensen / Joktop Coto3. MpuHumn
eMepOKEeHTHOCTI akTyanisye i0eHTUYHICTb OUTAYOro noeta sk pesynbraT CaMOBU3HAYEHHS, LLO NPU3BOAUTL A0 YCMILWHOT
XKUTTEBOI | NpodpeciviHol peanisavii ocobucTocTti aBTopa. MpuHLUMM NO3MLIOHYBaHHA HaJae MOXIIMBOCTI OKPECNUTU MOB-
NEHHEBMWI NOPTPET MOETA, LLIO OXOMNJSIKE Pi3Hi poni B NpoLeci iHTepakuii. MpuHumMn ingekcanbHOCTI Mogudikye no3uuii ineH-
TUYHOCTI NoeTa 40 AiTeNn, NOMiX SKUX BUOKPEMIIOIOTb eMiCTEMIYHY, adDEKTUBHY, EMOTUBHY, OLLIHHY 1 iIHTEPAKLiNHY NO3umuii.

KniouyoBi cnoBa: ifeHTUYHICTb, AUTAYUIA NOET, KOHCTPYHOBAHHS, MPUHLMN eMEPIXEHTHOCTI, MPUHLMN NO3ULIOHYBaHHS,
NPUHLMN iHAEKCANbHOCTI.

B cTatbe BHMMaHVe akLeHTUPYEeTCS Ha KOHCTPYVPYEMOW CYLLHOCTU MOEHTUYHOCTM AeTCKOoro noaTa. B pabote packpbl-
Tbl MPUHLMMBI KOHCTPYUPOBaHWS MOEHTUYHOCTY Takoro aHrnosi3bIYHOroO AETCKOro noata, kak Teogop Cetoa ensen / [lokTop
Cbt03. [NprHUMN 3MEPIXKEHTHOCTM aKTyanm3mpyeT MOEHTUYHOCTb AEeTCKOro NoaTa Kak pesynbraT CamOoOonpeneneHuns, 4to
NPUBOAUT K YCNELLIHON XU3HEHHON 1 NPOeCCHoHanbHON peanusaumnm NMYHoCTM aBTopa. [MpuHLMN NO3NLMOHNPOBAHUS
NpeaocTaBnseT BO3MOXHOCTU ONpedenuTb pe4eBo NOPTPET NoaTa, KOTOPLI OXBATbIBAET pPas3nuyHble ponu B npouecce
MHTepakumn. MNpuHUMN MHAEKCaNbHOCTY MoaAMULMPYET NO3NLMM MOEHTUYHOCTY MO3Ta NO OTHOLLUEHWUIO K AETAM, cpeau
KOTOPbIX BblAENSOT 3NMCTEMUYECKYH, adEKTUBHYIO, IMOTUBHYHO, OLIEHOYHYIO Y HTEPAKLMOHHYIO MO3NLMK.

KntoueBble cnoBa: MaAeHTUYHOCTb, AETCKUI MO3T, KOHCTPYMPOBAHWE, NPUHLIMM SMEPIXKEHTHOCTH, MPUHLMN NO3ULMO-
HWPOBaHWS, NPUHLMM NHOEKCANBHOCTU.

The article focuses on the constructed essence of the identity of the children’s poet. The paper reveals the principles
of the construction of the identity of such an English-language children’s poet as Theodore Seuss Geisel / Dr. Seuss.
The emergence principle actualizes the identity of the children’s poet because of self-determination, which leads to a
successful life and professional realization of the author’s personality. The positionality principle provides an opportunity to
define the portrait of the poet, which covers various roles in the process of interaction. The indexicality principle modifies
the positions of the poet’s identity in relation to children. Among these positions there are epistemic, affective, emotional,
evaluative, and interaction ones.

Key words: identity, children’s poet, construction, emergence principle, positionality principle, indexicality principle.
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