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JocnimkeHHs cnpsMoBaHe Ha BW3HAYeHHS KOrHITUBHO-MparMaTUYHOrO NIArPYHTS iIHTepTekcyanbHUX Ta iHTepaumc-
KYPCUBHMX €NEMEHTIB Y Cy4acCHMUX aHrMINCbKOMOBHMNX TeKCTax. BUsiBNEHO iHTEPAMCKYPCUBHI Ta IHTEPTEKCTYarbHi BKIHO-
YeHHS, L0 NpeACTaBnNeHi TEKCTOBOID, KaHPOBOIO 1 AUCKYPCUBHO B3aEMOZIEID, @ TaKOX BU3HAYEHO 3acobu penpeseHTauii
TaKNX eneMeHTIB y NpoaHanisoBaHux enisogax 3 XygoxHix TBopie. MeTogonoria oCnimxeHHs: OXONIe METOA, YBaXHOo
YATaHHSA, 3anyyYeHnin ons aHanisy CTpyKTypu TBOpPIB; METoh AUCKYpC-aHani3y, BUKOPUCTaHWN ONs BCTAaHOBMEHHS iHTep-
OVCKYPCUBHUX 3B’A3KIB Y OMOBIAAHHSIX; METOA iIHTEPTEKCTYanbHOro aHaniay, 3agisiHuin 4Ns BCTaHOBMEHHS iHTEPTEKCTyarb-
HUX 3B’A3KIB Y OMOBIOAHHSX; KOHTEKCTYarbHO-IHTEPNPETALIMHOrO METOoA, 3aCTOCOBHWI AN OKPECNEHHS KOMYHIKaTUBHUX
Linen ONCKYPCMBHWUX Ta TEKCTOBMX BKIOYEHb Y XYOOXHi TBOPW; OMUCOBUIA METOA BUKOPUCTAHO OS5t BU3HAYEHHS KOTHi-
TUBHO-NParmMaTM4HOro NigrpPyHTS iHTEPTEKCTYaNbHWX Ta iHTEPAUCKYPCUBHUX ENIEMEHTIB i3 XYAOXKHIX TEKCTIB; METOAM FiHr-
BOKOTHITUBHOTO, CHOXXETHO-KOMMO3WULIMHOIO, CTPYKTYPHOIO Ta CEMaHTUKO-CTUMICTUYHOIO aHanidy Ans BU3HaYeHHs MOB-
HOCTWUMICTUYHOI Ta CHOXKETHO-KOMMNO3ULIMHOI OpraHisauii iIHTepAMCKYPCUBHUX Ta IHTEPTEKCTYamnbHUX BKIIOYEHb Y TBOpAX.
Y CTpyKTYpi oChiaxyBaHWX TBOPIB iAEHTUMIKOBAHO IHTErpawito pisHUX TUMiB AUCKYPCIB Ta IHTEPTEKCTYanbHUX ENEeMEHTIB,
KOXEH i3 SIKMX B3aEMOZitoun Mixk OGO BUKOHYE NEBHE OYHKLIHO-CMUCIIOBE HaBaHTaXeHHs. 3 Ornsay Ha iX B3aEMO0
Ta OYHKLIMHWIA NoTeHuian b6yno ifeHTUdIKOBAHO BUHUKHEHHS TakKUX KOTHITUBHO-NparmaTuiHuX edpekTiB, K ippeanbHoCTi,
€MOLiINHOrO AMCTaHUI0BaHHS, ANCOHaHCY, CMUCIIOBOI HEBU3HAYEHOCTI, pedorekcii, hinocodCcbKkoro napagokcy, KOHKpeTu-
3auil Ta peneBaHTHOCTI, KOHTPACTY, OHTOMNOrYHOI HEBU3HAYEHOCTI Ta ecTeTu3alii reposi. BoHu cnpusioTb 3MiHi YuTaubKol
nepcnekTuBM, NOCUNEHHIO abo NnocnabneHHo aBTOPUTETY HapaTopa, EMOLIMHOMY 3any4eHHI0 YMTaya Y1 KoHuenTyanb-
HOro NepPeoCMUCIIEHHS 3MICTY TEKCTY, WO Bigirpae BaXknuBy posib Y hOpMyBaHHi NOrMMBneHoro YiTa4eBoro Aoceiay Ta
PO3LWMPEHHI IHTEepnpeTaLinHUX FOPU30HTIB XYAO0XHIX TBOPIB.

Kno4oBi cnoBa: anckypc, iHTepAUCKYpC, iIHTEPANCKYPCUBHICTb, TEKCT, iIHTEPTEKCT, IHTEPTEKCTYarbHICTb.

The article aims to determine the cognitive-pragmatic basis of intertextual and interdiscursive elements in modern
English fiction. Interdiscursive and intertextual inclusions, represented by textual, genre, and discursive interactions, were
identified, and the means of representing such elements in the analyzed episodes from fiction were determined. The
research methodology includes the method of close reading, used to analyze the structure of works; the method of dis-
course analysis, used to establish interdiscursive connections in stories; the method of intertextual analysis, used to
establish intertextual connections in stories; the contextual-interpretative method, applicable to outline the communicative
purposes of discursive and textual inclusions in fiction; The descriptive method was used to determine the cognitive-prag-
matic basis of intertextual and interdiscursive elements from fiction; methods of linguocognitive, plot-compositional, struc-
tural and semantic-stylistic analysis were used to determine the linguistic-stylistic and plot-compositional organization of
interdiscursive and intertextual inclusions in fiction. In the structure of the analyzed fiction, an integration of various types
of discourses and intertextual elements has been identified. Through their interaction, each of these elements fulfills a
specific functional and semantic purpose. The interaction and functional potential of these elements were found to produce
a range of cognitive-pragmatic effects, including irreality, emotional distancing, dissonance, semantic ambiguity, reflection,
philosophical paradox, concretization and relevance, contrast, ontological ambiguity, and the aestheticization of the char-
acter. These effects facilitate shifts in the reader's perspective, reinforce or weaken the narrator's authority, and promote
either emotional engagement or a conceptual reinterpretation of the text. Consequently, they play a vital role in cultivating
a more profound reader experience and broadening the interpretive horizons of the fiction.

Key words: discourse, interdiscourse, interdiscursiveness, text, intertext, intertextuality.

ITocranoBKa npoojaemMu. CydacHuil  BiAKpHTHH IPOCTIp, € IEPETHHAIOTHCS, BCTYAIOTh
JMiTEpaTypHUH TMpolec, IO 3HAYHOK MIpOI  y Jiajor Ta KOH(IIKTYIOTh Pi3HOMAaHITHI T'OJOCH,
PO3BUBAETHCS B MEXaxX IIOCTMOAEPHICTCHKOI  CTHJII Ta CMUCHH. LleHTpanbHUMM NOHATTIMM IS
mapagurMH,  XapaKTepU3yeThCS  IHTEHCHBHOKO  aHaNi3y HEOJHOPITHOCTI B IIHTBICTHIN TEKCTY
riopuan3aniero KaHpiB, (parMeHTapHICTIO € TakKi MOHATTA, SIK IHTEPTEKCTyaJbHICTh (Xiajor

HapaTUBy Ta CBIIOMMM pPO3MHBaHHSM MEX MIiX
XYJOXKHIM 1 HEXyI0XKHIM, PEaJIbHICTIO Ta QiKIi€l0.
XyooXKHIM TEKCT TepecTtae OyTH 3aMKHEHOIO,
MOHOJITHOIO CTPYKTYpPOIO, IEPETBOPIOIOYUCH Ha

JIOCTIP)KYBAaHOTO TEKCTY 3 1HIIUMH, BXKE BIIOMUMU
TEKCTaMH) Ta IHTEPAUCKYPCHBHICTH (B3a€MOIist
PI3HUX THUIIIB IUCKYPCIB Y MeXaX OJHOTO TEKCTY).
Ili ¢penomenn cramm 00’€KTOM UYHUCICHHUX IIOCITi-
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JDKEHb, 110 pO3DVISIAIOTh TXHIO Mpupony, QyHKIii
Ta criocodu BepOamizarii [1; 2; 3; 4; 5; 6; 7]. [lonpu
HayKOBY yBary 10 KOXXHOTO 3 IIMX IIOHATHh, BOHHU
3a3BUYAi aHATI3yIOTHCSA OKPEMO, a HE B €IHOCTI
Ta B3aeMmoAii. [HTepTeKCTyanbHICTh 31e01NbIIOoro
BHUBYAETHCS K BKIIOUEHHS KOHKPETHUX «UYKHUX»
TEKCTIB (LIUTAT, aJIF031i, pEeMIHICIIEHIIIH TOIIO), TOI
SK IHTEPIUCKYPCUBHICTh — K IMIIJIEMEHTAITisI JKaH-
POBO-CTIIIICTHYHHX O3HAK IHIIUX THUIIIB JUCKYpPCiB
(HaykoBOTO, MyOIIUCTUYHOTO, IOPUIUIHOTO IHC-
KypciB Tomo). TakuM 4YMHOM, HEBUPIILIEHUM 1 10Ci
€ MUTAHHS TOTO, SIK IHTEPAUCKYPCUBHI BKIIOUEHHS
(mampukiaa, GpparMeHT HAYKOBOI CTATTI Y MEIHY-
HOTO 3BITYy B POMaHi) BIUIMBAIOTH HA CIIPUHHSATTS
Ta QYHKI[IOHyBaHHS IHTEPTEKCTYaJIbHUX €JIEMEHTIB
(sx-oT OiOmiliHOT amro3ii, pemiHiCUeHIlii, IUTaTH,
MACTHUIY TOIIO) PO3TAIIOBAHUX B OJHOMY TEKCTi,
i HaBmaku. be3 KOMIJIEKCHOTO aHaji3y iX B3a€EMO-
Iii HEMOXXJTUBO TIOBHOIO MipOO OIMHCATH aHi CIie-
nudiKy iTIOCTIIIIO aBTOpa, aHI 3arajlbHi TCHICH-
il CEeMaHTHYHOTO Ta CHKETHO-KOMITO3HIIIHHOTO
CTPYKTYPYBaHHA Cy4YacHOTO aHIIIHCHKOMOBHOIO
poMany.

AHAJIi3 0OCTaHHIX T0CTiKeH b i myQJtikaniii cBij-
YUTH PO CIUIECK HAyKOBOTO IHTEPECY M0 MpodiiemMa-
THUKHW B3a€MOJIi1 IHTEPTEKCTya bHHUX Ta IHTEPANUCKYP-
CUBHUX €JIEMEHTIB, PENPE3eHTOBAHNX Y XyIOKHBOMY
teketi [12; 15; 18; 26]. TeopeTnyHrM MiAIPYHTAM
JUIS TAKUX CIIYTYIOTh KJIACHUYHI Mpaili 3 Teopil iHTep-
TekcTyanbHOCTI [1; 5; 8] Ta Teopii auckypey [9; 3;
7]. CydacHi HayKOBi JOCIIDKEHHS PO3BHUBAIOTHCS B
KUTBKOX OCHOBHUX HampsiMax. [lepuuii Hanpsm 30ce-
perkeHU Ha BUBYEHHI Ta kiacudikauii Gopm iHO-
TEKCTOBUX BKJIIOYEHb (SIK-OT LMTAT, ajlfo3id, pemi-
HICICHIIIH, MapOJIii TOIIO), aHaJi31 IX CEMaHTUYHUX
1 mparMaruaHUX (YHKIIT Ta poii B KOHCTPYIOBaHHI
aBTOpCHKOTO imiocTrimo [2; 10; 6]. YV mpamsax ykpa-
{HCHKHX JIHTBICTiB, 30kpema O. C. IlepenomoBoi, Ta
JI. B. MaxkapeHko, iHTepTeKCTyalbHICTh pO3Isiia-
€ThCS B MEXaX KOTHITUBHOI TIOCTHKU SIK 3aCi0 aKTH-
Bawii poHoBUX 3HaHb [11; 12]. [pyeuii nanpsm npu-
CBSUCHUM aHaTi3y TPaHCHOPMYBAHHS «IyKUAX)»
IUCKYPCUBHUX TIPaKTUK Yy HOBOMY KOHTEKCTI Ta
PO3KPHUTTIO 3reHEPOBAaHUX HUMH 17€0IOTIYHUX, COIIi-
QNBHUX Ta ecreTudHux cmuchiB [13; 14]. Tpemiu
HanpsiM HaMaraeTbCs TOEIHATH Il JBA TMiIXOJH,
BU3HAIOYH, [0 IHTEPTEKCTYabHICTD Ta IHTEPAUCKYP-
CUBHICTh € HEPO3PUBHO ITOB’S3aHUMH (HEHOMEHAMHU
[15].

AKTyaJbHiCTh 3yMOBJI€Ha  HEOOXIJHICTIO
CHCTEMHOTO BUBUCHHS 1HTEPTEKCTyaJbHOI Ta iHTEp-
JUCKYPCUBHOI B3a€MOJIi, 110 JO3BOJMTH HE JIUIIEC
MOPIBHATH CEMAHTHYHI MPOLECH B MEXax XyIOXK-
HIX TEKCTIB, a ¥ y3araJbHUTH OCHOBHI TEHICHIIIT

PO3BUTKY CydYacHOi aHIIIHCHKOMOBHOI XyHO)KHBOT
JiTeparypu.

MeToW JOCHIKCHHS € PO3KPUTTSI KOTHITHB-
HO-TIparMaTU4HOTO MMOTEHIIIaTy B3aEMOJIITl IHTepTEK-
CTYaJIbHOCTI Ta IHTEPAMCKYPCHBHOCTI Yy Cy4acHHUX
AHTITICHKOMOBHUX XYIOXKHIX TBOpPaXx.

ITocTaBnena Mera 3yMOBWIa HEOOXiIHICTH
PO3B’sI3aHHS TakMX 3aBAAHb: 1) YTOUYHHTH BU3Ha-
YeHHSI TEPMiHIB JAUCKYPC, IHTEPAUCKYPC, 1HTEpIuC-
KypCHBHICTb, TEKCT, IHTEPTEKCT Ta IHTEPTEKCTY-
aJBHICTh; 2) BCTAHOBHTH CIIOCOOW imeHTH]IKaIii
MapKepiB IHTEPIUCKYPCUBHOCTI 1 iHTEpTEKCTyallb-
HOCTI B IOCITIJPKYBaHOMY KOpITyci Marepiany; 3) po3-
poOuTH KpuTepii 1 ONUCY IHTEPANCKYPCUBHUX Ta
THTEPTEKCTYalIbHUX OJMHUIIb; 4) BUSBUTH KOTHITHB-
HO-IIparMaTU4He MiIPyHTA IHOTEKCTOBUX W 1HOAHWC-
KypCUBHMX BKJIIOUEHb Y IIPOAHAII30BAHUX XyHTOXKHIX
TEKCTaX; 5) OMUCaTH CEeMaHTHKO-CMHCIIOBI e(heKTH,
10 BUHHUKAIOTH K PE3YyJIbTaT B3a€EMOIii iHTepAucC-
KypCHBHHUX Ta iHTEPTEKCTyaJbHUX €JIEMEHTIB Yy TpO-
aHaJIi30BaHOMY KOPITyCi Marepiaiy.

Marepiajiom  JOCTiXKeHHS  TIOCIYTYBald
moBicTh «Grief Is the Thing with Feathers» («/ope —
ye piu 3 nip'sam») aHTICHKOTO TUChbMEHHNKa Makca
[loprepa, HaykoBO-(paHTacTMUHA TOBICTH «Story
of Your Life» («lcmopis meoco acumms») ame-
pUKaHChKOTO THChMeHHWKa Tema Yana Ta OmoBi-
nmauHs «Vampires in the Lemon Grove» («Bamnipu
6 JUMOHHOMY 2ai0») aMEPUKAHCBhKOI MUCbMEHHHMII
Kapen Paccenn.

Mertonmonorisi qocainkeHHa. BuueHHs iHTEp-
TEKCTyaJbHOCTI MOTpedye KOMIUIEKCHOTO MiIXOmy
i3 3aJIy4eHHSM 3arajbHOHAYKOBHUX 1 BIIacHE JIIHTBIC-
THYHUX METOIB. 3a JOTIOMOTOIO Memoody Y8aANCHO20
yumanua [16] 37iiCHEHO AeTambHUIM aHalli3 CTPYK-
Typu oOpanux XynoxHix TBopiB «Grief Is the Thing
with Feathers», «Story of Your Life» Ta «Vampires
in the Lemon Grovey; memoo ouckypc-ananizy [7]
BUKOPHUCTAHO JUISI BCTAHOBJICHHS 1HTEPIUCKYPCHB-
HHX 3B’s3KiB B 00paHUX TBOpaX; Memoo iHmepmex-
CMYanbHO20 aHANI3y 3aTy4€HO Il BCTAHOBJICHHS
IHTePTEKCTyalbHUX 3B’SI3KIB Yy CyYacHHMX AaHIJIIH-
CBbKOMOBHHMX OHNOBIJaHHSX; KOHMEKCIHYANbHO-iH-
mepnpemayiunuti memoo [17] 3actocoBaHO i
BUSIBJICHHS] KOMYHIKaTUBHUX LiJIEH 1HTEPIUCKYPCUB-
HAX Ta IHTEPTEKCTOBUX BKJIIOYCHb, IHTETPOBAHHUX
y XyHOOXKHI TBOPH;, ONUCOBUL MemoO 13 TPHUHOMOM
cucTeMaTu3aii BUKOPUCTAHO ISl BU3HAYEHHS KOT-
HITMBHO-TIParMaTUYHOTO HiAIPYHTS IHTEPTEKCTYyalb-
HHUX Ta IHTEPAUCKYPCHBHUX EJIEMEHTIB i3 XyHTOXKHIX
TekcTiB [18, c. 145]; mig Bu3HAUCHHS MOBHOCTH-
JICTUYHOI Ta CHOYKETHO-KOMIIO3UITIHHOT opraHi3arii
IHTEPIAUCKYPCHUBHUX €JIEMEHTIB y pOMaHaXx 3aJIy4eHO
METOAM JiH2BOKOSHIMUBHO20, CIOHCEMHO-KOMNO3U-
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YiliHo20, CMPYKMYPHO20 TA CeMAHMUKO-CIMUTICIUY-
HO20 ananizy.

Buxaan ocHopHoro marepiajiy. TeopetnuHum
MIAIPYHTAM JTOCIIPKEHHS € MOHSATTS JiajJOTi9HOCTI
TEKCTy Ta JHUCKYpCY, 3all04aTKOBaHEe i PO3BHHEHE
B poborax Muxatina baxrina [9], sikuii Haromorry-
BaB, IO JKOJEH TEKCT HE ICHYE OKPEMO — KOXHE
BHICITOBJTIOBAHHS € PEAKITI€I0 HA MTOTIEPEIHI BUCIIOB-
JIIOBaHHS i BOJHOYAC Tependadae BiqIOBiIb Y Maii-
OyTHbOMY. TakuM 4HMHOM, MOBJICHHS — II€ 3aBXAU
Zianor, a TEeKCT — Le JIaHKa y Oe3nepepBHOMY JiaH-
LIOTY KOMYHIKaTuBHHUX akTiB [9, p. 276]. Lle mono-
JKEHHSI 3TOZIOM JISTJIO B OCHOBY TaKUX IOHSTH,
SIK  IHTEPTEKCTYaJIbHICTh 1 1HTEPAUCKYPCHBHICTD.
BaxTiH po3msmaB TEKCT SK BIiTKPUTY CTPYKTYPY,
IO TOCTIHHO B3a€EMOI€ 3 IHIIMMH JUCKYpCaMH,
CMHUCIaMH # MOBHHUMH KOHTeKcTamu [9, p. 293].
Moro koHIemmiss momid)OHIYHOTO POMaHy € MpH-
KJIAJIOM JIaJIOTIYHOCTI B XyHOXHBOMY IHCKYPCi:
ABTOPCHKHUI TOJIOC CIIBICHYE i TepexpemryeTbes 3
roJIOCaMU TEePCOHAXIB, IHIIMX aBTOPIB, KYIBTYPHUX
KOHTEKCTIB.

VY cydacHiil JiHTBICTHLI JUCKYpC BU3HAYAETHCS
IMpILe, HKIpocToMoBa«B AN [ 19,p. 137]. Auckype—
e He jgwire ¢opMa MOBHOTO CIUJIKYBaHHS, ajie W
MIpOIIeC COIiabHOI iHTepIpeTallii 3Ha9YeHb, ¥ IKOMY
OepyTb y4acTb KOHKPETHI CIUIBHOTH, IIOB’s3aHi
i3 BIAQJAHUMH, KYJIBTYpHHUMH Ta 1I€OJOTTYHHUMU
CTPYKTypaMH, $Ki BIUIMBAIOTh Ha MPOLYKyBaHHS
Ta crnpuidHATT Tekcry [20]. Ilig Texcrom posymi-
OTh «aOCTpaKkTHY, (OpMaabHy KOHCTPYKIIIO», a
i «IACKypCOM — pi3HI BHIM ii aKkTyasizamii, 1o
PO3MISAAIOTECA 3 TOMISAY MEHTaJbHHUX MpOLECiB
1y 3B’3Ky 3 EKCTPaJiHIBICTUYHUMH (aKTOPaMID»
[21, c. 144]. Sxuio quckypc — KaTeropis, 1o mocTae
0COOJIMBOIO  COIANBbHOK JAHICTIO, TO TEKCT
KaTeropisi, sSka HAJIEXHUTh 1 HaOyBa€ CBOi CHIIA Yy
MOBHill cdepi [21, c. 145]. liamoridHicTb TEKCTy
MOB’si3aHa 3 MOBIIEM (aBTOpPOM) 1 yuTaueM (ajape-
caroM, KOTpPHH iHTEpIpeTye aBTOPCHKHH 3amyM) i
MIPOEKTYETHCS HA BECh XYOXKHIM TEKCT, a HE TLIBKH
Ha TIeBHI MOJIEJIi TiaJloTigHOTO ANCKYpCey [18, c. 143].
JianorigHicTh, 3 OJHOTO OOKY, CIyTy€E peleBaHTHUM
MIPUHIIAIIOM T'yMaHITapPHOTO Mi3HAHHS CBITY, TEKCTO-
BOIO KaTETOPI€I0, IO IETEPMiHy€ MPOLEC TEKCTOTBO-
PEHHS BIIOBIHO JIO aBTOPCHKOTO 3aayMmy 1 HOro
MPOEKIIil Ha ajjpecara MOBIICHHSI, a 3 1HILIOTO — Iepe/I-
Oauae THONIE BWBUEHHS MIaJioTy SK HaHsACKpaBi-
moro Mapkepa ii peasnizamii B XyJJ0OXXHbOMY JUCKYPCi
(Tam camo). TakuM YUHOM, AI1aJIOTIYHICTD SIK Oa30Ba
XapaKTEepPHUCTHKA TUCKYPCY Ta TEKCTY € KII0YEeM [0
PO3YMIHHS CKJIAJHMX KOMYHIKaTUBHHX MEXaHI3MiB
y CydYacHId XyHZO)KHIH jiTeparypi. BoHa BimkpuBae
[UISIX IO aHaJi3y IHTEPTEKCTYIbHOCTI K B3a€EMOIIl
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TEKCTiB Ta IHTEPAUCKYPCUBHOCTI SIK NMEPETUHY AUC-
KypCHUBHHUX CHUCTEM — JIBOX SIBHUIII, 1[0 HEPO3PUBHO
NOoB’s13aHi MK cO00I0 Ta 0COOIMBO aKTUBHO BHSB-
JSIFOTBCSL 'y JKAHPOBO-CTHIIICTHYHOMY PI3HOMAHITTI
aHTIICEKOMOBHOI CY4acHO] JIiTepaTypH.

OCHOBU JIHTBICTHIHUX IOCTIIKEHb I1HTEPTEK-
cTyanpHOCTI Oynu 3aknazaeHi npamsmu FO. KpicreBoi
i P. bapra [1; 5; 22; 23]. BuBuatoum iHTEepTeK-
CTyaJIbHICTh i3 ceMiOTHYHOi To4KH 30py, P. Bapr
3aIpONOHYBAaB KaHOHIYHE TIIyMadeHHsI IHTEPTEKCTY.
3acagHU4MUM JUIA LBOTO TIYMAdeHHS € TBEPIKEHHS,
0 KOXKHUU TEKCT € IHTEPTEKCTOM, IHIII X TEKCTH
MPUCYTHI B HHOMY Ha PI3HUX DPIBHAX y Kpaile 4u
ripire po3nizHaHuX (HopMax: iIHTEPTEKCT — 11 KTEKCT
y Tekcti» [22, p. 78]. 1O. Kpicrera ctBepmkye, 1110
OyIb-IKH TEKCT € IHTePTEeKCTOM 1 pe3ylbTaroM
IHIUX JUCKypciB [23, p. 66]. Y 1967 pomi BoHa
3allpPOINIOHYBala CEMIOTHYHE IOHATTS IHTEPTEKCTY-
aJBHOCTI: «TEKCTyallbHA IHTEepakKilis, o BinOyBa-
€TBCS B MEXKaX OKPEMOTO TEKCTY W MiJKPECIIoe, 10
TEKCT y MpoIieci iHTepTeKcTyai3alii NocTiiftHo TpaH-
c(OpPMYETHCS, CTBOPIOETHCS I TIEPEOCMUCITIOETHCS
[5]. Skmo iHTEPTEKCT — Ie «TEKCT y TEKCTi», TO
IHTEPANCKYPC — IIe «IUCKYpPC Y TUCKypci» [24, c. 15].
[lig iHTEepAMCKYPCHUBHICTIO PO3YMIIOTh B3a€EMOIIIO
MDK pI3HUMH THIIaMH JUCKYPCIB, MEpeIUICTIHHS
IHTETPOBaHUX TaITy3eH JIIOICHKUX 3HAHBb Ta MPAKTHK
[24, c. 18]. Ockinbku Oyab-IKHI TEKCT € IMOJIIMC-
KypCUBHHM, KPiM JUCKYPCY, SIKUI TOMiIHY€ B HbOMY,
MPOCTEXYEThCS 1 BIUIMB 1HIIMX AMCKYPCIB, 110 BBa-
JKarOTh 3a IHTEpPOUCKYpCUBHICTH (Tam camo). Ha
OYMKY JAESKHAX AOCHTiTHHKIB, 1HTEPIUCKYPCHUBHICTH
BUHHUKAE SIK pE3yNbTaT apTHKYJAIil pi3HOMaHIT-
HUX JUCKYPCIB Ta *aHPIB B OAHIN KOMYHIKaTHBHIM
momii Ta cTa€ BHIMMOIO JIMIIE B TEKCTOBIM TKAaHWHI
Yyepe3 PpI3HOMAHITHI i1HTEPTEKCTyallbHI ~CHUTHAIN
[4; 25, p. 1315]. Toxx MOXIMBUM € TIPHUIYIICHHS,
IO IHTEPTEKTYyallbHICTh Ta IHTEPAUCKYPCHBHICTH €
TEKCTOBHMH KaTEropisiMH, AKi B3aEMOOOYMOBIIOIOTh
omHa ofHy [26, c. 126].

Buxonsuu 3 OKpeclieHHX TEOpPEeTHYHHUX 3acal, Y
NPaKTHYHOMY aHalli3i CyYyaCHHUX aHIMiHCBKOMOBHHX
XyAOKHIX TEKCTIB OCOOIMBO BaKIMBUM 3aBJaH-
HSM € igeHTudiKkalis crnocoOiB peanizamii ceMaH-
THKO-CMHCIIOBOT B3a€MOIIii IHTEPTEKCTYaIbHOCTI Ta
IHTEepANCKYPCUBHOCTI Ha PiBHI KOHKPETHOTO TBOPY
Yy HOro emizonmy. Y TakuX BUIAIKaX iHTEPTEKCTY-
aJbHI eJlleMeHTH (IMTaTH, alto3ii, MacTUII TOIIO)
MOETHYIOTHCS 3 IHTEPAUCKYPCUBHUMH CTPYKTYpamu
IHIINX Taiy3el 3HaHHs (MeAMYHHH, O10TIHHUH, TICH-
XOJOTIYHUA THIH IUCKYPCIB TOIIO), CTBOPIOIOYH
HOBI KOTHITHBHO-TIparMaTH4HI epekTh. Po3risHemMo
emizo/l 3 aHMIIIHCFKOMOBHOI TOBICTI, J€ MPOCTEXKY-
€THCSl B3aEMOJIsI €IEMEHTIB IHTEPTEKCTYaJILHOCTI Ta



Bunyck 41 Tom 1

THTEPIUCKYPCUBHOCTI SIK JMHAMIYHUX MEXaHi3MiB
CMHUCJIOTBOPEHHSI, IO BiMIrpalOTh KIIOUOBY pOIb
y (GopMyBaHHI CKIQJHAX 3HAUYEHHEBHX CTPYKTYP
CYYaCHOTO XyJ0XKHBOTO TUCKYPCY:

1. «Very romantic, how we first met. Badly behaved.
Trip trap. Two-bed upstairs flat, spit-level, slight
barbed-error, snuck in easy through the wall and up
the attic bedroom to see those cotton boys silently
sleeping, intoxicating hum of innocent children, lint,
flack, gack-pack-nack, the whole place was heavy
mourning, every surface dead Mum, every crayon,
tractor, coat, welly, covered in a film of grief. Down
the dead Mum stairs, plinkety plink curled claws
whisper, down to Daddys recently Mum-andDad's
bedroom. I was Herne the hunter hornless, funt.
Munt. Here he is. Out. Drunk-for white. I bent down
over him and smelt his breath. Notes of rotten hedge,
bluebottles. I prised open his mouth and counted
bones, snacked a little on his un-brushed teeth, flossed
him, crowly tossed his tongue hither, thither, I lifted
the duvet. I Eskimo kissed him. I butterfly kissed him.
1 flat-flutter Jenny Wren kissed him. His lint (toe-
jam-rint) fuck-sacks sad and cosy, sagging, gently
rising, then down, rising, then down, rising, then
down, I was praying the breathing and the epidermis
whispered ‘flesh, aah, flesh, aah, flesh, aah’, and it
was beautiful for me, rising (just like me) then down
(just like me) pan-shaped (just like me) it was any
wonder the facts of my arrival under his sheets didn 't
lift him, stench, rot-yot-kot, wake up human (BIRD
FEATHERS UP YER CRACK, DOWN YER COCK-
EYE, IN YER MOUTH) but he slept and the bedroom
was a mausoleum. He was an accidental remnant
and I knew this was the best gig, a real bit of fun. [
put my claw on his eyeball and weighed up gouging
it out for fun or mercy. I plucked one jet feather from
my hood and left it on his forehead, for, his, head.
For a souvenir, for a warning, for a lick of night in
the morning. For a little break in the mourning. I will
give you something to think about, I whispered. He
woke up and didn't see me against the blackness of
his trauma» [27, p. 9].

Enizon 3 moBici «Grief s the Thing with Feathers»
(«I'ope — ye piu 3 nip'sim») OPUTAHCHKOTO MUCEMEH-
Huka Makca [lopTepa MiCTUTbh Ka3KOBUH, €THOKYJIb-
TYPHHUI JTUCKYpPCH Ta JUCKYPC CMEPTI, IO BKIIFOYCHI
JI0 CTPYKTYpH TBOPY 3a NPHUHIMIIOM 3MIilllyBaHHS,
TOOTO 31 30EpeKCHHSM BIACTHBOCTEH IHOIHUCKYp-
CiB — jkaHpOBOi (OpPMH, KOMYHIKaTHBHOT HACTaHOBH,
BiJIMTOBITHOTO MOBHOCTHIICTUYHOTO O(hOPMIICHHSI.

KaskoBuil AHCKYpC penpe3eHTOBAaHUH J1eKCuUY-
Humu oounuysmu: «Badly behaved, to see those
cotton boys silently sleeping, intoxicating hum
of innocent children, plinkety plink curled claws

whisper, gack-pack-nack, rot-yot-kot, crowly tossed,
snacked a little on his un-brushed teeth, Plinkety
plink curled claws whisper», 110 cTBOpIOIOTH aTMOC-
(bepy Taemuumi. KazkoBuil AHCKypC CTBOPIOE Bi3y-
aJbHI Ta ayMUTHBHI acoIliallii, CTBOPIOIOYH EMOIIIHE
HaTPYKeHHsI Ta MiACHITIOIYH BiAIyTTS 3arpo3H, 110
(hopMyeThCsl 3aBIISIKH 1HTEPTEKCTyanbHIN IMILTIIINAT-
Hill amro3ii «Trip trap» Ha HOpBe3bKy Kazky «Three
Billy Goats Grufft» («Tpu xo3enstu ['pad») Ilerepa
Ac6iioprcena i Moprena My. V kasmi iinersest mpo
TPBHOX KO3EHST, K1 IParHyTh NEPEXUTPUTH HEHAXKEP-
JUBOTO TPOJISL, OO TIEPETHYTH MICT i TOTPAIUTH Ha
nacoBuiLe. 3ByK «Trip trapy», SIKUH d4y€e TPONb MiJ 4ac
nepexony KO3EHAT uepe3 MICT, HOoMepemKae TpoJis
npo IXHIO MPHUCYTHICTh. PUTMiuHMI, BaXXKHH 3BYK
KPOKIB, MOAIOHU# 10 KPOKIB Ki3 a00 1HIINX BETUKUX
TBapWH IMIUTIIIUTHO TMiICHIIIOE TPUBOKHHUUA 00pa3
BopoHna, sixuit kpageTbcsi BHOYI 1O KIMHATH JiTeH i
0aTbKiB. AJIO3IMHMI BIUIMB CTBOPIOE egexm ippe-
AnbHOCMI Ka3KOBOTO JUCKYPCY, CIOHYKAIOUH YUTaua
BUXOJMTH 32 MEX1 OYKBaJIbHOTO MPOCTOPY U YSABISTH
Ka3KOBHI 200 BUTaJaHUN CBIT MOIIMH.

Juckypc cMmepTi BUpaKe€HWH JIGKCHYHUMU OJU-
HUIIMH «the whole place was heavy mourning,
every surface dead Mum,; every crayon, tractor,
coat, welly, covered in a film of grief; but he slept
and the bedroom was a mausoleum, a little break in
the mourning, the dead Mum; the blackness of his
traumay. Jluckypc cMmepTi BOANo mincuieHo Mido-
JIOTIYHOIO IMILIIIMTHOIO ajito3icro «Herne the hunter
hornlessy, sika IHTEpTEKCTyaJIbHO BiJICHIIa€ 10 00pa3y
MUCTHUBIS-IpuMapu [epHe 3 OpUTaHCHKOTO (OIb-
KJIOpY, TIOB’S3aHOTO 31 37I0M. ABTOP BHKOPHCTOBYE
(hirypy Bopona six MeTadopudHe i CHUMBOJIIYHE BTi-
neHHs Tops. BopoH moctae nepen cim'ero, mo nepe-
JKUBA€ BTpaTy, K CBOEPINHUH LIIUTENb yOCOOIIO-
FOYM BOJHOYAC 1 Oi/b, 1 MOTEHIAT 3I[IJICHHS. Horo
«0e3poruil acmeKT», IMOBIPHO, MIIKPECIIOE, MO 11e
He OykBanbHE 300paxkeHHs MidomoriuyHoi ¢irypw,
a il mepeoCMHUCICHHS BiAMOBITHO O KOHKPETHOTO
KOHTEKCTY TPaBMH, MPEACTABICHOr0 B POMaHi, IO
B/AJIO MiJICMJIEHO JUCKypcoM cMmepTi. Midonoriuna
aJro3is y 1bOMY BHUIAAKY CTBOPIOE edhexm emoyii-
Ho20 oucmanyiroeanns. BogHoyac B mosicTi Maxkca
IToprepa BopoH He € OyKBaJIBHHM pOTaTHM MHUC-
muBneM ['epHoMm. Bin cam HasuBae cebe «Herne the
Huntery, amo3yiodn 10 Mi(pi9HOTO 3710TO TOJTFOBAIb-
HHUKa, MPOTE KOHTPACTyE 3 LUM 00pa3oM 3aBISKU
Ka3KOBUM eyieMeHTaM «hornless» 1 «funt». lle mopo-
JDKYE eghekm Ouconancy i 3MyIye dnTada 3aMUCITU-
THCS HaJ[ CIIPaBKHIMHA HaMipaMH TIepCoHaxa.

ETHOKYNBTYpHUH NUCKYpC NPENCTaBICHUHN JIEK-
CUYHUMU OUHUIAMU «Eskimo kissed him. I butterfly
kissed him. I flat-flutter Jenny Wren kissed himy, mo
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OINMKCYIOTh CIIOCOOU HIKHUX HIUTYHKIB [28]. «Eskimo
kiss» — KynbTypHO crernudidHa ¢opMa IOMUTYHKY,
MOB’s13aHa 3 YSBJICHHSIM MPO €CKIMOCHKY TPAJIHIIiI0
TepTs Hocamu [28]. «Butterfly kiss» — Takox €THO-
KyJIBTYPHUH JKECT, IO TOJNSIrae B JIETKOMY TpiIo-
TiHHI BiIMU Ha OOJINYYI 1HIIOT JFOMUHH, CTBOPIOKOYH
HDKHE BIIUYTTS MOAIOHE 70 MOMaxy KpWJI METEIHKa
[28]. Lle narimauii TOTHK, SIKHHA 9aCTO OMHUCYIOTH SIK
MOpraHHS BiSIMU Ha IIKipi iHmoi sroauan. Taki morri-
JYHKU CTIPUMMAIOTHCA SIK MMJII i HEBHMHHI, MOAi0OHO
IO BAAJO BIUIETEHOI aBTOPOM iHTEPTEKCTYyallbHOI
amo3ii Ha oOpa3 ManeHbKoi mramku Jenny Wren
i3 manTomimu «Harlequin Cock Robin and Jenny
Wreny» («Apnexin Kok Pobin ma ocenni Peny) Opu-
TaHChKOTO ToeTa Bimbsma ['inbGepra. Y miit icTopii
nramka Jenny Wren Buxoauth 3amix 3a [liBHs, ane
i 9ac CBITKYyBaHHS 303yJIs LUTyE i Ha odax y roc-
TEH, 32 10 B HHOTO CTPUISAIOTH, BUIAJKOBO BOWBa-
fouu HapedeHoro. O6pa3 HixkHO1 Jenny Wren KOHTpa-
CTye 3 OpyTalmbHHUM, XIDKAM 1 JKOPCTOKAM 00pa3zoM
Bopona. [nTepTekcTyanbHa anro3is B IbOMY BHIIAIKY
CTBOPIOE eheKm CMUCT080] HEBUHAUEHOCMI, AJIKE
MPUTAIYIOUH CIOXKET 3al03WYeHOr0 TBOPY 1 3iCTaB-
JA04Yd oro 3 obpazom Bopona, uuTay modynHae
CYMHIBAaTHCS B 3JTOYMHHUX HaMipax ITaxa, MToIycKa-
04X MOMJIUBICTh HEOMHO3HAYHOCTI UM MPUXOBAHOI
JIOOPO3UWINBOCTI B MOTO MTOBEIIHIII.

VY HacTynmHOMY (parMeHTi aHaji3 30CepelKeHO
Ha KOTHITHBHO-NIparMaTu4yHuX eQekTax peduexcii,
(imocodcrkoro mapagoxcy, KOHKpeTH3allii Ta pesne-
BAaHTHOCTI, 110 BUHUKAIOTH 3aBISKH B3a€EMOIIi iHTEp-
TEKCTyaJbHUX Ta IHTEPAUCKYPCUBHUX EJIEMEHTIB:

2. «Was it actually possible to know the future?
Not simply to guess at it; was it possible to know
what was going to happen, with absolute certainty
and in specific detail? Gary once told me that the
fundamental laws of physics were time-symmetric,
that there was no physical difference between
past and future. Given that, some might say, «yes,
theoretically.» But speaking more concretely, most
would answer «no,» because of free will. I liked to
imagine the objection as a Borgesian fabulation:
consider a person standing before the Book of Ages,
the chronicle that records every event, past and
future. Even though the text has been photoreduced
from the full-sized edition, the volume is enormous.
With magnifier in hand, she flips through the tissue-
thin leaves until she locates the story of her life. She
finds the passage that describes her flipping through
the Book of Ages, and she skips to the next column,
where it details what she’ll be doing later in the day:
acting on information she’s read in the Book, she’ll
bet $100 on the racehorse Devil May Care and win
twenty times that much. The thought of doing just that

had crossed her mind, but being a contrary sort, she
now resolves to refrain from betting on the ponies
altogether. There’s the rub. The Book of Ages cannot
be wrong; this scenario is based on the premise that
a person is given knowledge of the actual future, not
of some possible future. If this were Greek myth,
circumstances would conspire to make her enact her
fate despite her best efforts, but prophecies in myth
are notoriously vague, the Book of Ages is quite
specific, and there’s no way she can be forced to bet
on a racehorse in the manner specified. The result is
a contradiction: the Book of Ages must be right, by
definition, yet no matter what the Book says she’ll do,
she can choose to do otherwise» [29, p. 38].

YpuBok 3 nogicti «Story of Your Life» («Ilcmopis
MBO20  JICUMMS»)  aMEPHUKaHCHKOTO  THChMEH-
Huka Tema Yana BKITIOYA€ Taki TUCKYPCH: MyOmiIucC-
TUYHHUN, CTIOPTUBHO-IrpOBUH, (PitocodhchKuil.

VY 1poMy emi30/1i OMOBITAYKOIO € JIHTBICTKA JTOK-
Topka Jlyiza benkc, sika ysaBisie cobi TeopeTHUHY
Kuury BikiB i omucye ii 3a 10ITOMOTOI0 iHTEPTEKCTY-
anpHOI amro3ii Ha TBopuicTh Xopxe Jlyica Bopxeca.
Bona HazuBae ii «Borgesian», NMOCUIAIOUUCH HA
aBTopa onoBinauHs «The Book of Sandy, ne inetbes
PO KHUTY 3 HECKIHYCHHUMH CTOpiHKaMu. bopxec
BiIOMHI CBOIMH pPO3IyMaMH TpPO Hac, HECKiHUECH-
HiCTh 1 atym. Amro3is Ha «Book of Ages» (Kuura
BIKiB) TaKOXX BiJICHJIa€ 70 YHiBepCaIbHOTO Mioio-
TiYHOTO Ta pediriinoro apxeruny Kuanra gomi, Kanura
JKUTTSA, [0 CHMBOJI3YE ifICF0 NEepeABHU3HAYEHOCTI.
Tyt xuura BikiB «the Book of Ages» cumBomizye
3HaHHs MaiOyTHROTO. JIyi3za BeHkc po3MipkoBye Hal
TITOTEeTUYHOIO CHUTYAIl€l0, y SKif JIFOMUHA HaTpa-
mwise Ha 1o Kaury BikiB, me 3ammcana BCs icTopis
(MuHy”na i MaitOyTHs), 1 mounHae ii yntae. BogHouac
TaKa i/1est TOPOKYE JIOTIYHHIA TapaoKC, aIKe SKIIO
JIOJIMHA 3HAE HAMepe/, 0 BOHA 3p0OUTh, BOHA MOXKE
BUMHUTH HABIIAKUA 1 y TaKWd CIOCIO CIpOCTyBaTH
ICTHHHICTB 3anucanoro. IIpore mokTopka benke mpo-
TIOHY€ BJIACHE BUPIMICHHS [[LOTO MapaJOKCy, CTBEP-
Jokyroud, mo Kuaury BikiB He MOXHa IPOYUTATH IIiJI-
KOM, 1 Ti, XTO ii YMTa€, 3rOIOM aKTHBHO POOUTUMYTh
BUOIp, SIKMH BiANOBiZae 3HaHOMY MaiOyTHbOMY. Lli
JIBI aJT103ii BAJIO MOEIHYIOTHCS 3 MyONIIUCTHUHUM
JIUCKYPCOM, IO MiCTHUTD JIEKCUYIHI OTUHUIL «the text
has been photoreduced from the full-sized edition,
the volume is enormous, magnifier in hand, the
tissue- thin leaves, the story, the passage, the Book of
Ages, the chronicle that records every event, the next
column, information she's read in the Book». Bouu
HaJIeKaTh JI0 JITEPATypHOTO CTHITIO 1 CITYTYIOTh 3aCO-
Oamm perpeseHTamii (iT0COPCHKUX PO3AYMIB PO
4yac, HECKIHYEHHICTh, IICHTUYHICTD, PO3MHUTTS MEX
MiX peanbHICTIO Ta BUTaIKow. 3ragayroun bopxeca,
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Ten Yan mosuuioHye cBiii TBip SIK 4acTHHY Qino-
co(cpKo-TiTepaTypHOi Tpaauiii, BUKOPHUCTOBYIOUH
00pa3 «KHHATH BiKiB» K KIIACHYHHUH TapaioKC CBO-
O0omu Bomi, 100 3rofloOM 3alpOIOHYBATH BIIACHE,
OlnpIn emoliifHe Horo BupimieHHs. Taka iHTEpTEK-
CTyalibHa i IHTEpAMCKYPCHBHA B3a€MOJIsl CTBOPIOE
KOTHITUBHO-TIPArMaTUYHUMN eghexm peghrexcii.

Amro3iss Ha BIOOMY TIOCTaTh, aMEPHKAHCHKY
koomiy «Devil May Care», TepeMOXXHUITIO TIEPETo-
HiB Grade | Frizette Stakes, opraniyno BmieTreHa y
¢dinocodcrkuii Ta CHOPTUBHO-ITPOBHH ITHUCKYPCH.
CropTUBHO-ITPOBUH TUCKYpC TIOB’SI3aHUN 3 TeMa-
TUKOI0O KIHHUX IIEPETOHIB 1 CTAaBOK Ta BHPaKEHUI
JIEKCUYHUMU oguHULsAMU «bet $100 on the racehorse
Devil May Care, to refrain from betting on the ponies,
win twenty times, a racehorse». ®inocodpcrruii nuc-
KypC, CBOEIO YEProl0, CHOHYKa€E J0 PO3AYMIB MPO
(dyHnaMeHTa bHI THUTAHHS JKUTTS, 4acy, CBOOOIH
BoMi Ta mpegecTuHamii. oro pernpeseHTyoTh JeK-
cudHi omuHUI «Was it actually possible to know the
future? was it possible to know what was going to
happen? past and future; free will; The thought of
doing just that had crossed her mind; the premise
that a person is given knowledge of the actual future,
not of some possible future, enact her fate; How can
these two facts be reconciled? They can't be, was the
common answer».

O6pa3 «Devil May Care» cinyrye MOCTOM MiX
JIBOMa CBiTaMH — peajbHUM, iFPOBHM, /€ JAOMIiHY-
IOTh BHITQJKOBICTh 1 PU3HUK, 1 aOCTpakTHUM, (¢ijio-
copChKHMM, NI¢ MaHye TMepenBu3HadeHicTh. PeanmpHa
JeTallb, BUPBaHA 31 CBITy CIIOpPTY, Ha0yBa€ CHMBO-
JIYHOTO 3HAYEHHSI, BTUIIOIOUH CKJIagHy MeTadi3uuHy
mpobnemMy. AOCTpakTHa KaTeropis CBOOOIM BOJI
OTpuUMy€e KOHKpeTHY (opmy — wminy ($100) ta im's
(«Devil May Care») Ta curyariro BuOopy. Unrau
OLIBIIIe HE TIPOCTO PO3MIPKOBYE PO CBOOOIY BOIII,
BiH 0a4uMTh ii BTIIEHOIO Y TPOCTOMY BHOOPi — 3p0OUTH
ctaBKy 4d Hi. Lle cTBOpIoe egpexmu xonxpemusayii
ma penesanmuocmi. OcoOINBO BHPa3HUM € KOH-
TPAcCT MiX CIOPTHBHO-IrpoBUM 1 (imocodcbkum
JTUCKypCcaMu: TIEPIINHA 3aCHOBAHUM Ha BUITAIKOBOCTI
Ta HEBU3HAUEHOCTi, JPYyrUi — Ha TINOTeTHYHii
TOTaJbHIM BHU3HAYEHOCTI. Y 1HOMY KOHTEKCTI
«Devil May Care» mepeTBOPIOETECS Ha CHMBOI
3ITKHEHHS IUX JIBOX MAPaUTM, IO ITiICUITIOE eghekm
Qinocogcoroco napadokcy.

Midonoriuna amozis Ha «Greek mythy KOHTpa-
cTye 3 GUIOCOPCHKUM NUCKYPCOM, SIKHH CHOHYKA€e
0 3aMHUCJICHHS HaJ BIYHUMH IHMTAHHSIMHU JKHUTTS,
SIK-OT MUHYJIE 1 MallOyTHE, BTIJIFOETHCS JIEKCUIHUMH
omunuisMu «Was it actually possible to know the
future? was it possible to know what was going to
happen? past and future; free will; The thought of

doing just that had crossed her mind; the premise
that a person is given knowledge of the actual future,
not of some possible future; enact her fate; How can
these two facts be reconciled? They can't be, was the
common answer». 3a3HadeHa ajro3ig 3BepTA€THCS 10
KIITACHYHUX CIOKETIB Mpo (aryM (HampuKiIam, Mid
npo Enxina), me monst 3MiHCHIOETHCS TIOTIPH CIIPOOH
VHUKHEHHs. Y ¢inococbKkoMy AHCKYpCl ano3is
(YHKIIOHY€E SIK IHTEpTEKCTyallbHA NpOTHBara Jo
o0pa3y «Kuuru BikiB», 110 ONpPEAMETHIOE TOYHE,
HE NBO3HAYHE pKepeno 3HaHb. Mid mpo Enima mie
3aBISKH 3HAMEHHUTIH TYMaHHOCTI: TPOPOITBO OyII0o
«notoriously vague», 1O TO3BOIWIO IIOJi «0OMa-
HyTH» Tepos. [lompu Tparism, i midu Oynam moe-
TUYHUMH ¥ repoiynuMu. Hatomicte «KHura BikiB»
y CBOIill TOYHOCTI Ta AETAILHOCTI M030aBjcHA IIi€l
Marii i JBO3HAYHOCTI.

Hacrtymuuit emizom iMrOCTpye iHTEpTEKCTyallb-
HO-1HTEPAUCKYPCUBHY B3a€MOJIIIO, 110 BUPAKAETHCS
yepe3 edeKTH oumonoziunoi HegusHaueHocmi Ta
ecmemu3ayii eepost.

3. «l CAN’T JOKE about my early years on the
blood, can't even think about them without guilt and
acidic embarrassment. Unlike Magreb, who has never
had a sip of the stuff, I listened to the village gossips
and believed every rumor, internalized every report
of corrupted bodies and boiled blood. Vampires were
the favorite undead of the Enlightenment, and as a
young boy I aped the diction and mannerisms I read
about in books: Vlad the Impaler, Count Heinrich
the Despoiler, Goethe’s bloodsucking bride of
Corinth. I eavesdropped on the terrified prayers of
an old woman in a cemetery, begging God to protect
her from ... me. 1 felt a dislocation then, a spreading
numbness, as if  were invisible or already dead. After
that, I did only what the stories suggested, beginning
with that old woman’s blood. I slept in coffins, in
black cedar boxes, and woke every night with a fierce
headache. I was famished, perennially dizzy. I had
unspeakable dreams about the sun. In practice I was
no suave viscount, just a teenager in a red velvet
cape, awkward and voracious» [30, p. 9].

YpuBok 3 omosinaHus «Vampires in the Lemon
Grove» («Bamnipu 6 1UMOHHOMY 2al0y) aMEpHUKaH-
cekoi mmceMenHuili Kapen Paccenm aemoncTpye
B32€MOJIIF0 ICTOPHUYHOTO Ta MYONIICTUYHOTO JHC-
KypCiB 3 amro3isMu. [CTOpUYHUI TUCKYPC MPencTaB-
JICHWH JIEKCUYHUMH OINUHUIIMH «Vampires were
the favorite undead of the Enlightenment, I was no
suave viscount, just a teenager in a red velvet cape,
1 did only what the stories suggestedy, 0 MICTUTh
icTopuuHy amro3ito Ha enoxy lIpocsitHunTBa («the
Enlightenment»). Y XVIII croniTti BueHi, Jikapi Ta
CBAIICHHUKA HaMarajucs pallioHaJbHO TOSCHUTH
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(heHOMEH BaMIIipiB, PO3KJIaJaHHS TiT Ta KPOBOTEUI
micast cmepti. [lyOminucTHYHUE JUCKYpC BTLIEHO
JIEKCUYHUME oqUHULIMH «J read about in books: Viad
the Impaler, Count Heinrich the Despoiler, Goethe's
bloodsucking bride of Corinthy, 110 BKIIFOYarOTh aJIto-
3ii Ha BiIOMi iCTOpWYHI Ta TiTepaTypHi nocrari. Bnan
Hpaxymna («Vlad the Impaler») — BONOCBKUI KHS3b
1 pyMyHCBKHI HamioHanpHHH Tepoit; ['pad I'empix
tdou bennerapn («Count Heinrich the Despoiler») —
BHTQJIaHUN TEepCcOHaX, Bime-kopoib JlomOapii-
Bemnenii, mo 3ycTpidaeTbcsa MepeBakHO B XyHTOXKHIX
TBOpax, a HOro pemyTallisi SK BaMIlipa € BHTaJIKOIO;
«Bride of Corinth» — noema Moranna Bonbdranra
tdon Iere, mo ommcye 3a00poHEHE KOXaHHS MiX
FOHAKOM-SI3UYHUKOM Ta XPHUCTHUSHKOIO. X04a CJIOBO
«BaMIIip» >KOJHOTO pa3zy HE BKUBAETHCS B IMOEMI,
Hapeuena 3 Kopinda BBakaeTbcsi BaMIlipom, ajxe
repoiHst 3 ABJSIETBCS IMICIS CMEPTI, '€ KPOB CBOIO
KOXaHOTO 1 He 3HaXOJAUTh CIOKOK 4Yepe3 MOpYIIEHY
KJIATBY Ta HEBHKOHaHy oOimsHKy. lle 30mmkye ii
3 (OIBKIOPHEM 00pa3oM BamIipa SK AyIIi, MO He
3MOIJIa CIIOYUTH Yepes Irpix. ABTOP CBiIOMO NOEHYE
icTopuyHi (akTu 3 JiTeparypHOIO BUranko. Uepes
MOETHAHHSI ICTOPUYHOTO Ta MYyOIIIUCTHYHOTO JIUC-
KYpPCIiB 13 aJIf031IMH YHUTad BTPAda€ IiTKe PO3yMiHHS,
JIe 3aKiHYY€ThCS ICTOPis 1 moYrHaeThCs BUTaaka. Lle
i7leallbHO BiJI3EPKAIIOE caMy TIPUPOAY BaMIIipU3MY,
SIKMH 3aBXAM iICHYBaB Ha MEXIi pealbHUX IMOii Ta

monckkoi yaBu. Lle mopomxkye epexm onmonoeiunoi

HeeusHauenocmi. Y 1IbOMY KOHTEKCTI Bammip Kumaris
(oToBizay) mMocTa€E HE MPOCTO SIK Ka3KOBUIH MOHCTP, a
SIK CUMBOJI CBITY, Y IKOMY (haKTHUHE ¥ ysSIBHE HEPO3-
PHUBHO IepervieTeHi. 3rajika mpo aBTopa-poMaHTHKa
I'ere nopsn 3 nocrarsamu «Despoilery (PyiiHiBHUK)
ta «Impaler» (HakomoBau) ecTeTu3ye BaMIipChbKy
CYTHICTh, HaJJal0uH 1l TNIMOMHM, TPAri4HOCTI Ta Mmoe-
THIHOCTI. TakuM YUHOM TyOMIIUCTHIHUN THUCKYPC
y TIOETHAaHHI 3 allf031€10 CTBOPIOE ehekm ecmemu3sa-
yii' eepos, no3basmsaoun obpa3 Kialiga BUHATKOBO

YKOPCTOKOI iHTEepIIpeTAaIlii i HaIiJITI0IH HOTO PUCAMH
POMAaHTHYHOI'O TPAari4yHOro IePCOHaXkKa.

BucHoBkH. Y Mexax IPOBEACHOTO JTOCIiIKEHHS
Oyino 31iHCHEHO KOMIUIEKCHY JIHTBICTHYHY iHTEp-
NPETAIIiI0 IHTEPTEKCTYIBHOI Ta IHTEPAUCKYPCUBHOT
B3a€EMOJII1 Y CyJacHUX aHIIHCHKOMOBHHX XyHOXKHIX
tBOopax «Grief Is the Thing with Feathers» («/ope —
ye piu 3 nip'am»), «Story of Your Life» («lcmopia
meoeo srcummsy) Ta « Vampires in the Lemon Grove»
(«Bamnipu 6 rumonnomy eaio»). Hacamnepen nocii-
JOKCHHS TI0Ka3aJi0 PI3HUII0 MK JiaJlaMd TePMiHIB
TEeKCT-TUCKYPC, IHTEPTEKCT-IHTEPIUCKYPC, IHTEPTEK-
CTYyaJIbHICTh-1HTEPAUCKYPCHUBHICTh. Byno BUsBIEHO
MapKepu iHTEPTEKCTyallbHOCTI (icTopuyHi Ta Migo-
JOTiyHi amo3ii), IHTepANCKYPCHBHOCTI (JEKCHYHI
OJIMHMIII) T4 BCTAHOBJICHO KOTHITUBHO-IIpAarMaTuyHe
MiATPYHTS IHOTEKCTOBHUX W 1HOIMCKYPCHUBHUX BKJIIO-
4YeHb Y JOCIHIDKYBaHWX XYIOXKHIX TBOpax. OTKe,
B33a€MOJIisl IHTEPTEKCTYaJIbHUX Ta 1HTEPAUCKYPCHB-
HHUX TETEPOreHHUX KOMIIOHEHTIB y MpOaHali30BaHUX
emni30/ax Ja€ TMOLITOBX J0 BUHUKHEHHS TaKHX KOT-
HITHBHO-TIparMaTHYHUX e(eKTiB, sSIK ippearvbHoCmi,
eMOYitiIHO20 OUCMAHYIIO8ANHS, OUCOHAHCY, CMUC-
10801 HesusHauenocmi, pegnekcii, @irocogcbrkoco
napaooxcy, KOHKpemu3ayii ma penesanmmuocmi, KoH-
mpacmy, OHMON02IUHOI HesUHAUeHOCmi ma ecme-
muzayii ecepos. BoHM cHpUSIOTH 3MiHI YUTaLBKOI
MIEPCIIEKTUBH, TIOCUIICHHIO a00 TOCIa0JIEHHIO aBTO-
pUTETy Haparopa, eMOLIMHOMY 3aJy4eHHIO YuTaqa
Y KOHLENTYaJIbHOTO IIEPEOCMHCICHHS 3MICTY
TEKCTY, 10 Biirpae BaXKIUBY POJib y (OpPMyBaHHI
NOMTHOJICHOTO YUTAa4e€BOr0 JOCBiAYy Ta PO3LIMPEHHI
IHTEepIpeTaLifHAX TOPU3OHTIB XYIAOXKHIX TBOPIB.
[epcnekTHBU MOAAJBIIMX JOCHIIXKEHb BOAYaEMO
B aHali3l KOTHITHBHO-TIParMaTWYHOTO TIiATPYHTS
Cy4aCHUX aHIIIICbKOMOBHUX TBOPIB Ta BU3HAYECHHI
KOTHITUBHO-TIParMaTHYHUX €(EKTiB B3a€EMOLi1 iHTEp-
TEKCTyaJbHUX Ta IHTEPAUCKYPCUBHUX KOMIOHEHTIB
Ha CIOKETHO-KOMITO3HIIIHHOMY Ta MOBHOMY PiBHSIX.
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