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PO3IPBATIU LLUBU MOKOPU: OAAr 1 CBOBOAA Y POMAHI MAPTAPET
ETBY[ «OMNOBIAb CJZTYXKHULLI»

AHoTaLiA. Y cmammi npoaHanizo8aHo cumeoniyHy yHKUito 0052y 8 pomari «Onogioe cryxHuyi» (1985) Mapaapem Em-
8y0 AK iHcmpyMeHmy ouCyunJIiHy8aHHa ma cnocoby maHigecmauii onopy. Po3ensiHymo asmopcbKuli onuc 8CmaHossieHol' y
momanimapHomy cycninbcmeai capmopianeHol iepapxii, Wo npueHidye ocobucmicme, B0OHOYAC 3AUWANYHUCL NPOCMOPOM
on1a cybeepcil. Ocobnusa ysaea npudinaemeca 83AEMO38’A3KY MiX MisiecHicmio, Kosboposeoio dugepeHuiayieto ma popmamu
6yHMY, AKi NpOABAAIOMbCA Y CNOCOb6AX HOCIHHA U NepeoCMUCIeHHA «YHIhOpMU» CITyXHUUb. [JOCiONKeHHA cnupaemMebCa HA iH-
mepcekuyitiHul peMiHi3M ma meopito nepeopmMamusHoCcMi, OeMOHCMPYIOYU, AK MiKpope3ucmeHyia Yepe3 002 hocmae ya-
CMUHOI0 OUCKYpCy 60pombbu 3a iDeHMUYHIcMb i c80600y.

KniouoBi cnoBa: Haykoea paHmacmukd, 2eHoepHi cmyoii, aHmuymonis, nepghopmamusHicme.

Yulianna Vishchak
PhD Student at the Department of Foreign Literature and Literary Theory
Yuriy Fedkovych Chernivtsi National University
https://orcid.org/0009-0009-9227-9750
yu.vishchak@chnu.edu.ua

TO BREAKTHE SEAMS OF OBEDIENCE: CLOTHING AND FREEDOM
IN MARGARET ATWOOD’S THE HANDMAID’S TALE

Abstract. The article analyzes the symbolic function of clothing in Margaret Atwood'’s novel The Handmaid's Tale (1985) as
an instrument of discipline and a means of manifesting resistance. The author’s description of the sartorial hierarchy established
in a totalitarian society, which suppresses the individual while remaining a space for subversion, is examined. Particular attention
is paid to the relationship between corporeality, color differentiation, and forms of rebellion that manifest themselves in the ways
of wearing and reinterpreting the «uniform» of the handmaids. The study draws on intersectional feminism and performativity
theory, demonstrating how micro-resistance through clothing becomes part of the discourse of the struggle for identity and
freedom.

Keywords: science fiction, gender studies, dystopia, performativity.

Beryn. Y rymaniTapHOMY AMCKYPCi OCTaHHIX BECATUIITD BUPAa3HO CIIOCTEPIra€ThcA 3pOCTaHHA iHTEp-
€cCy /10 poJIi Bi3ya/IbHOTO B KOHCTPYIOBaHHi CyCIi/IbHO-KY/IbTYPHOI peanbHOCTi. OCMUC/IEHHA MIiKTypaslb-
HOTO HapaTUBY B PO3pi3i MOCTCTPYKTypanisMy, KyIbTypHOI aHTPOIIOJIOTI, TeHIEPHUX CTYAiN 3acBifyuye
HeOOXi/IHICTb OCMMC/IeHHSI 300pa’kyBaHOTO He SK {IIOCTPAaTMBHOrO ab0 MOIOMDKHOTO, a, HaTOMiCTb,
CEHCOBOTO KOHCTPYKTY. BisyasmpHicTh — y IIMPOKOMY PO3YMiHHI SIK CYKYIHICTb NPAaKTUK, ITOB I3aHUX
31 CIpUITHATTAM, IPeICTABIEHHAM, PEIPe3eHTAIi€I0 Ta BUAMMICTIO, — JIe/lajli YacTillle TPAKTY€EThbCA He
NI K eCTeTHYHA a00 IepLenTBHA KaTeropis, a AK COLiOKyIbTypHMIT KOHCTPYKT, BKOPiHEHNUI Y IOJTi-
THKY, TiIECHICTD, TeH/ep Ta ileHTYHICTb Yepes3 Xy/I0XKHilT 00pa3 — «KaTeropiro XymI0>KHOCTI, 3aBepIIeHNIT
i ceMiOTMYHO BMpaXKeHUII pe3y/IbTaT XyA0>KHbOTO Mi3HAHHSA», [0 MOXe «(PYHKI[IOHYBaTH AK IIEPCOHAX,
TpoII, 3HaK it cuMBo/» (Tuunnina, HamecTtrok, 2023, c. 294).
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Y nitrepaTypi 30BHIlIHIN BUIJIAL IEPCOHAXIB
K Ileplla J1 Hallo4eBN I HIIlIA CK/IaZl0Ba IX Bi3yasb-
HOTO Oomycy HabyBae craTycy crenndivynoi 3Ha-
KOBOI CUCTE€MM, AKa TPAHCIIIOE KyIbTYPHi KOAM,
iepapxii, IMOBipHi CyCHi/NIbHI CTEPEOTUIIN TOILO.
Opar, 3adicka, >KeCTUKYIALiA, XapaKTepUCTUKN
Tiza, — yce Iie IepeTBOPIOEThCA Ha Miclie iHTep-
nperanii, B AKOMY 3UUTYETbCA IPUHANIEKHICTD 1O
MEeBHOI CTaTi, K/Iacy, eTHiYHOI KaTeropii 260 Mo-
panbHOI nosuiii. Burnan nepcoHaxis Hikonu He
€ HeMITpa/JIbHUM: BiH B>Ke BOYZOBaHMIT B TEKCTY-
AJIbHY CUCTEMY XPOHOTOIIY fIK CK/IafloBa CIOXKETY
abo peraniszaris MoTUBAalill repoiB (TOJTOBHUX UM
npyropsapuux). llInaxoM HakOIMYeHHA TaKUX Jie-
Tajiell CTBOPIOETHCA LITICHUI TOPTPET: «KOXKHUIA
OKpeMUil IUTPUX, KOXKHA OKpeMa JeTajlb, OKpe-
MU KPOK NePCOHAXIB BUABATHCA IX 34EIlJIeH-
HSIM B €JHUI PYHKIIIOHANTBHO AiF0YNIL, apTyMeH-
TOBAHMI KOHCTPYKT» (Hikopsx, 2011, c. 200).
3apasoM, Iii K ONNCU € YAaCTKOBOIO a00 IIOBHOIO
PeTPaHCIIALIIEI0 peaIbHUX COLI/IBHUX KOHCTPYK-
TiB, 1O IiJ/IATa€ OLiHIli, OCY[ly UM 3aXOIUIEHHIO,
i, BIiIIOBiJHO, CTa€ IPOCTOPOM JUCUUIIIHAPHOTO
BIVIMBY. TicHUII 3B’A30K OJATY 3 NTiTepaTypHUMMU
IepCOHaXKaMM POOUTH J1OTO 3acOO0M CYCIiNbHO-
ro BiITBOpPeHHA i, HaBIAKM, CaMOPOPMYBaHHSA
(Cook, 2013, p. 1).

Y cyuacHux ¢emiHicTMYHMX Teopiax (30kpe-
Ma, y npansax M. @yxo, [Ix. barnep, C. baprki,
0. KpicreBoi To1[0) 30BHILIHICTD PO3TIALAETHCA
AK KaTeropis BIagy, 10 He JIKILEe PEIIPEe3eHTYE iH-
muBima, a i1 gopmye jioro. Tobro, Burnap (Timec-
HICTb, OJIAIT, IPUKpPACH) — Iie He TIPO BifoOpaskeHHs
imeHTNYHOCTI, a 1i mepdopmMaTUBHE IPOAYKyBaHHS
y MéeXaX HasABHUX JAMCKYPCUBHUX IpakTuk. Came
Jyepe3 30BHIiLIHI BUIIAL — 3a Dyko — mie 6ioBma-
Ja: TUIO KOHTPOJIIOETHCs, ONITUMI3YEThCA, BTUCKA-
erbcs B HopMu (Foucault, 1975). Came depes 30B-
HilIHICTD - 3a barnep — renpep «BiITBOPIOETHCA»
4yepes MOBTOPEHHSA CAHKIIIOHOBAHMUX Bi3ya/JbHUX
aktiB (Butler, 1990, p. 43). Came uepes Tino - 3a
bapTki - BCTaHOBNIOIOTbCSA KPUTeEpIi «ifiearbHOI»
>KiHKM, IO 3MIiHIOIOTBCS 3 YacOM i 3ajieXKaTh Bif
KynbTypu (Bartky, 1990).

Y 11bOMY KOHTEKCTi OJAT ITOCTA€ He JyIe PyHK-
L[I0OHA/IbHOIO a00 €CTETMYHOI CK/IAJOBOI0 30BHilII-
HOCTI, a ¥ IUCKYPCUBHUM IHCTPYMEHTOM, 11O Off-
HOYACHO JVMCLUMIUIIHY€E Ta «KOJy€e» TiZlo, BUSHAYA€E
JI0TO IPUITHATHICTD 60 3aTPO3/INBICTh, PO3Pi3HSIE
coljiaznbHi cTaTycy it cumMBonisye Baagy. Opar Bu-
CTYIIa€ «MOBOIO», LIJO TPAHCIIIOE i/J€0JIOTi0: MaTpi-

apXa/jbHy, KJIACOBY, pacoBy Tolo. BogHodac came
OIAT OKpec/loe MOXIMBI popmu Mikpocmporu-
BY — cabOTa)X HOpM, ipoHisanis iepapxiii, iHBepcis
3Ha4YeHb TOLIO.

Tak, BisyanbHe - 30KpeMa, 30BHILIHICTb Ta
OJAT — y Cy4aCHOMY T'yMaHiTapHOMY aHajli3i posy-
MieTbcA K iHQPACTPyKTypa BIamy, sAKa i€ He pe-
IIPECUMBHO Yy TPAAULIIHOMY CE€HCi, a 4epe3 IIOfin
BUJIMMOTO i HEBUMMOTO, IIPUITHATHOTO ¥ HEITPUII-
HATHOTO, HOPMAJ/IbHOTO Ji JEBIiaHTHOTO. Y TaKoMy
PO3Ppi3i 30BHIIIHICTD )KIHKM, B TOMY YMCITi B XyJOX-
HIX TE€KCTaX, II0CTA€ He IIPOCTO ONMCOBOIO JIETANIIIO,
aze 11 apeHoI0 60pOTHOY 3a IIpaBo OYTU BUAMMOIO.

Mera 1jiei HayKOBOI PO3BiJKM — 3 OIEPTAM Ha
KOHUeNUil [AUCUMIUTIHApHOCTI Bragu Mimena
dyko, Teopito mepdopmatuBHOCTI [DKymit bat-
nep Ta iHTepceKuiiHmit peMiHi3M IIpoaHamTi3yBaTu
CUMBOJIiYHE 3HaUeHHA OJATY AK 3aC00y AMCLNILTI-
HyBaHHA Ta J0TO MOTEHIjial AK IPOCTOPY A/ Mi-
KPOPE3NCTeHIIil.

AHani3 oCTaHHIX FOCHimXKeHb i MyOmikamii.
BuB4yeHHA OfiATy AK CK/IAJOBOI XY[IOXKHBOTO TEK-
CTY, COLIiaJIbBHOTO MapKepa 11 MeXaHi3My BlIafii aK-
TUBHO PO3BMBAETHCA Y CYIACHOMY I'YMaHiTapHOMY
IOUCKYPCi, 30KpeMa Ha IepeTHHi liTepaTyposHaB-
CTBa, TEHJIEPHNUX CTY/il, KyJIbTYpOJIOril, IICMXO0JIO-
rii Tomo. Y BUMIipi siTepaTypHMX CTYAiit 0oco6mmBa
yBara Hpupingerbca QYHKUIl OFATy AK CUMBOIY
ab0 OIIOBiHOrO iHCTPYMEHTY. 30KpeMa, Y KOJeK-
TUBHIT MoHorpadii «Mopa i XygoXHs JiTepary-
pa: OfiAT y MUCTELTBI Ta iTepaTypi B AHITII YaciB
Crroapris» («Fashion and Fiction: Dress in Art and
Literature in Stuart England») (Ribeiro, 2006) ana-
misyerbcs crenndika TeKCTMIbHOI MeTadopukm
B XY[OKHIiX TBOpax (rpaBiopy, KapTUHU, IOe3is,
ecel, IPOIOBIi TOIIO) Y peanisauii coriabHOi, 1MO-
JITUYHOI 71 HaBiTh OHTONOTIYHOI PYHKIIIL.

Bopnouac y Haykosit craTTi «OpAr, BiK i Tino:
kputwaHuit ornan» («Clothing, age and the body:
a critical review») (Twigg, 2007) aprymeHTOBaHO
Té, 1110 OJAT NIEPETUHAETHCA 3 TPhOMA K/IIOYOBUMU
OVUCKYCiAMM B COLIia/IbHiN T€POHTOJIOTI], IO CTOCY-
I0TbCA Ti/Ia, iIeHTUYHOCTI J1 areHTHOCTI. Taki crypil
30CepeKeHI Ha TOMY, AK OJAT BUKOHYE JAVMCLIMATIII-
HapHY MeTy B Me)Xax 6ioBmajju: HopMaisye Tisno,
BCTAQHOBJIIOE «JJOpeYHi» QOpMM caMoOIIpe3eHTallil
Ta CTPYKTYPYE Ti/IO AK COLia/IbHUII 06 €KT. Y KOH-
TeKCTi pomaHy ETByn Iie peneBaHTHO, ajpKe Tijllo
@penoBoi He HameXuth iit. Bono - «penpopyk-
TUBHA IIOCYAVHa», KOHTPOJIbOBAHE 330BHI uYepes
BOpaHHs, OBE/iHKY, IPOCTOPOBY i30/A11i10.
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Ix. batuenop B pobori «Opsr, cTpakiaHHs i
OaxaHHA: ofiAr i XiHode Tino B miteparypi XVIII
cromitrs» («Dress, Distress and Desire: Clothing
and the Female Body in Eighteenth-Century
Literature») (Batchelor, 2005) 06’exHye KaHOHIY-
Hi Ta HEKAaHOHIYHI TEKCTM, BKIIOYAKO4YM POMaHU
Ta «KiHOYi» XypHa/!, 06 KOCTIIUTY TUCK, AKWI
3pOCTaHHA PUHKY MOAM YMHWIO Ha YSABJIEHHA
IIPO >XKiHOYY YeCHOTY Ta IPUCTONHIcTh. X. Bircron
Cwmir y mpani «Kinky, pobora Ta opar y pomai
BicimHaguaroro cromirrsa» («Women, Work, and
Clothes in the Eighteenth-Century Novel») (Smith,
2013) posrisijae CKIafHi 3B’SI3KM MDK POMaHOM
XVIII cromirrss Ta MarepialbHMM CBiTOM. 3a-
MiCTh TOTO, 106 MOCTIKYBAaTV TpaHCPOpMAILiil-
HUJ [IOTeHIIia/l OfATY, BOHO BioOpakae ACKpaBy
B3a€EMOJIiI0 pOMaHy 3i 3BMYallHUM OJATOM Y JIOTO
IparHeHHi BCTAHOBUTY HOBi CITOCOOM apTUKYJIALIT
ITEHTUYHOCTI.

K. TanT pmocmimxye crnocobu, AKMMU ORAT Ta
TEKCTWIb MOXYTb CTBOPIOBATU «apXiB IIaM ATi»
Ta CTUMYIIOBATH CIIOTafiyi HE 4Yepe3 CTPATeridyHy
MHEMOHIKY HalliOHa/JIbHMX CKIaJlOBUX Y IIOfii, a
paplle 4epe3 BUIIALKOBI B3a€MOJIl 3 TEKCTUIEM Y
pisHMX KoHTekcTax. KoxkHa Taka B3aeMofis pos-
KPUBAE iCTOPUYHY, KYIbTYPHY Ta 0COOMCTY iHpOP-
Mariiro (Hunt, 2014).

JleTalbHO TeMy >KiHOYOrO Tila Ta TeH[EePHOI
IOJIITUKM B KOHTeKCTi pomaHiB M. ETByn ommu-
camn E. Cooduacrai, C. A. Mipenaar (Mirenayat,
Soofastaei, 2015). Jocnimkenus ®. Toman «Map-
raper ETBym: ¢deminism Ta xymoxHs miTepary-
pa» («Margaret Atwood: Feminism and Fiction»)
(Tolan F., 2007) mpocrexye BB ¢eMiHi3My Ha
TBOpYicTh ETByZ i offHOYacHO omycye MOMEHTU
Hesrogu un guckycii. @. Miui Ta X. [ mxeui OKpec-
MIOITh CUMBOJi3M poMaHy «OmNoOBifib CITyKHUILi»
i, 30KpeMa, Te, IK KOMbOPMU, IPeAMETH Ta OJAT IIe-
PemaTh CKIAHY ileHTUYHICTD, IEPEKOHAHHA Ta
60poTbby nepconaxis (Mici, Gjeci, 2024).

Yxpaincoki gocniganui JK. T'opina ta K. T'epa-
CUMEHKO HAaroJjIOIIyIOThb Ha 3Ha4YeHHi KOIbOpPiB B
KOHTEKCTi CJIOBECHOTO >KMBOINCY fK XyJOXXHbO-
ro, JIOIIOMDKHOTO 3aco0y IepefjaBaHHS CIOKETY,
Hi/ITEeKCTiB, HacTpolo, XxapakrepiB Tomo ([opiHa.
lepacumenko, 2023). T. llInukap y crarti «Kino-
4i ob6pasu B pomani M. Eryp «IcTopis, poskasa-
Ha CIY>)KHUIIEI0» PO3I/IALAE 0COOMMBOCTI XKXIHOUMX
obpasiB B pomawi-gycromnii, ixHi crarycu, poni B
cycrinbersi Tomo (IlInukap, 2019). L. ITogrypcebka
i1 M. CeHIOK aHa/li3ylOTb OCHOBHI XPUCTUAHCBHKI

MoTyBYM B pomaHi ETByz. Oco6mmBa yBara 3BepTa-
€TbCA Ha crenudiky iMmieMeHTanii IeBHUX XpU-
CTUAHCBKUX MOTHUBiB: CypOraTHe MaTe€pPUHCTBO,
MOTHB Y€PBOHOTO i 6JIAKUTHOTO KOJIbOPiB, MOTHB
3eMJIi 00iTOBAaHOI Ta HACW/IBHUIIBKOI My4eHUI[bKOI
cmepri (IToprypepka, Cenrok, 2022). 1. Tumeituyk
OIVICY€E 3aCaffHM4MI KOHIIENT ITOCTKOJIOHiaIbHOI
Ta (peMiHICTMYHOI KPUTMKMU, AMCKYpC «IHIIOTO»,
110 IpUTaMaHHUI AK TBopYocTti M. ETByn Taxk i
xanpy (Tumerrayk, 2013).

Ha ocHoBi aHani3oBaHux npaifo GopmMyIneMo
Taki rimoresu:

1. Opar y pomani M. ETByn «OnoBifgp cmyXKHu-
Li» € He JINIIIe CUMBOJIOM PEIIPECHBHOIO ITOPALKY,
a 11 mpocTopoM cybBepcil Ta iHCTpyMeHTOM Bif-
HOBJIEHHS Cy0’€KTHOCTI.

2. CapropianbHa nonitrka l'ineany Bigo6paxae
MeXaHisMu 6ioBmamu, 10 KOHTPOJIIOE HE TiIIbKU
30BHIIIHICT, a M COLIia/IbHY ITOBEJiHKY, TiIECHICTh
Ta IIaM ATb.

3. ITompu >xopcTKy yHi¢ikalio 30BHIIIHIX
XapaKTEePUCTUK, Bidya/bHi INMPAaKTUKM IIE€PCOHA-
JKOK TBOPY [EMOHCTPYIOTb MOJK/INBICTb MiKpO-
Pe3MCTeHIIi], AKa BK/IIOYA€ TilleCHY, BidyalbHy Ta
MOBHY CKJ/IaJJOBY.

Memodonozist 0ocnioncenus. Y po3Bifii BUKO-
PpUCTaHO KOMIUIEKCHMII IifXifl, IO IIOEQHYE JIiTe-
paTypo3HaBuMil aHasi3, iHTepceKuiHMil peminic-
TUYHMIT MAXi[ Ta Teopio nmepdopMaTUBHOCTI IS
BUBYEHHA CMBOJIIYHOI QYHKIII OfATy fK iHCTpY-
MEHTy KOHTPOJIIO Ta Omopy B poMaHi «Onosingb
cryxauii» M. ErByn. Marepiamom mid aHamisy
cIyrye TeKcT poMany (1985), a Takox IOro yKpa-
iHcpKuit nepexnay (2017) ajis BUsB/IEHHS HIOAHCIB
CMICTIOBOI Ilepefiadi Ta BIUIMBY MOBHOI iHTepIIpe-
Tallii Ha CIPUITHATTSA TeHIePHO MapKOBaHUX oOpa-
3iB ogATy. MeTomoMIoria JOCHiIKeHHA IPYHTYEThCS
Ha IIO€JJHAHHI: TEKCTyaJIbHOTO aHali3y, TeHJePHNUX
CTyRiit Ta GeMiHiCTUIHOI KPUTHKM, AHTPOIIOJIOTiY-
HOT'O METOJY, FePMEHEBTUKMA.

Pesynvmamu 0ocnioneHHs ma ixHe 00spyH-
myeanus.

Poman Mapraper EtByn (Hap.1939) «Omnosinb
cmyxHuLi» (1985) € 3HaKOBMM 3paskoM ¢eMiHic-
TUYHOI AaHTUYTOIIl, 1O AEMOHCTPYE MeXaHi3MIU
KOHTPOJIIO Ta MiJKOPEHH JKiHOK y TOTa/IiTApHOMY
cycminberi Tineapy. JleiitMotuB pomany — 60-
poTbba 3a 36epeskeHHs iHAMBi[ya/IbHOCTI Ta IO A-
HOCTi B yMOBaX TOTa/JiTapHOTO KOHTpOI. Yepes
CUMBOJIIKY OJATY, IPUTHiYeHHSA Ta MIKPOCIIPOTUB,
poOMaH PO3KpUBAE ifiel0 TOTO, 110 HaBiTh y YKOP-
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CTKiJl cucTeMi B/Iafy 3aBXAU 3AIUIIAETHCA MPO-
crip aa onopy. ETByR eMoHCTpYe, y AKMit crioci6
penpecuBHi MeXaHi3MM MOXXYTb perylaMeHTyBaTy
He JIMIIe TiZeCHICTb, a M CaMy ifeHTUYHICTD, aje
BOJIHOYAC HAroJIOIIyE€ HAa TOMY, WO IiJIKOPEHHHA
Hikonm He 6yBae abcomoranM. Ile HapaTuB ByXNM-
BaHHJ, Bi[HOB/IEHHs Cy0 €KTHOCTI Ta CYIM HaBiTh
Y HalIMEHIINX aKTaX HEIIOKOPM.

OpAar y 1boMy KOHTEKCTi BUCTYIIa€ He IMPOCTO
€JIEMEHTOM 30BHIIIHBOTO BUITIAMY YU XapaKTe-
PUCTUKOI IE€PCOHAXIB, a IHCTPYMEHTOM [IVICLM-
IJIiIHAPHOI BIajiM, 10 perlaMeHTy€e TeHIepHi porti,
3aKpIIUIIOE CYCIIJIBHY i€papXil0 Ta BCTAHOBIIIOE
KOPIOHM Ti/IECHOCTi. ¥ poMaHi capTopianbHa ie-
papxisi BUCTymae crnocoboM periaMeHTanii cyc-
II/IBHOTO >KUTTS, 3aKPiIUIIOI0YY BIaiHi BIiTHOCUHY
Jyepe3 KOJIbOPOBY Koamdikamio ta yHIPOPMHICTb.
[Tpore, HaBiTh y MeXKax L€l pelnpecuBHOI CHUCTe-
MU TepOiHf 3HAXOAUTH CIIOCOOM OIOPy, WO Mifi-
TBepXy€e nyMKy Mimena @yko npo Te, 10 Baaja
3aBxau nopomxkye crnporus (Pyko, 1978, ¢.95).
Bin 3asHavae, 1m0 «IMCHUIUIIHA “TBOPUTH  iHIU-
Bifa; BoHa — Iie crienudiyHa TexHika BIagu, sKa
po3rAfae iHAVBIAIB OZHOYACHO SIK 00 €KTHU TaK i
incTpymenTn cBoro Brusy» (dyko, 1975, c. 170).
OTxe, HaBiTh HailApiOHIWI dbopmu Hemokopu -
yCBifOM/IEHHS Npo6IeMu, OCTiKeHHs TilecHO-
CTi, BHYTpIllIHi criorajiyt — CTaloTh «dpyracamm» cyo-
Bepcii. Bony migTBepKy0Th, 1[0 ANCUUIIIIHApHA
BJIafla IIOPOMIKY€E CIIPOTUB HE TUIBKM AK peaxliilo,
ajie AK YaCTUHY TBOPEHHSA M PO3BUTKY CYCITiIbHOI
TYMKMU.

Cro)XeT pOMaHy pO3TOPTa€TbCA Y TEOKpaTU4-
Hilt gep>kaBi I'inean, mo yrsopuiach Ha TepUTOPil
CIITA micna conianbHOL Kpusn. Y IIeHTPi CIOXKeTY —
ictopiss @penoBoi, XIiHKM, KA HAIEXKUTD [JO KacTU
Cay>XHULlb — MIOHEBOJIEHUX TOTAIITAPHOIO CHUCTe-
MOIO JKiHOK, AKX IPMMYCOBO BUKOPUCTOBYIOTb
IUIA PENpOAYKIii B yMOBaX TOTa/JiTAPHOTO PEXM-
My. Y poMaHi IO€IHAHO efleMeHT! (HeMiHiCTUIHOT
HayKOBOI (paHTACTMKY, aHTUYTOIII Ta MOMITUIHOI
ajZieropii, JOCHIIPKEHO NUTAHHSA TeHJEepPHOTO Ha-
CUJIbCTBA, KOHTPOJIIO HaJl PENpPOAYKIi€l0, BTpaTu
IMEHTUYHOCTI Ta MEXaHi3MiB JIepXKaBHOTO TEPOPY.
UYepes perpocnexkTuBHuUil Hapatus Ppenosa pos-
KPMBA€ IIOCTYNOBY JErpajflallifo [eMOKPATUYHMUX
IHCTUTYTIB Ta MOCBifl BVOKMBAHHA y pENpeCUBHIN
cucTemi.

Y Tineapni opAr BUKOHY€E QYHKIIiI0 MapKepa co-
iasbHOI iepapxil Ta koHTpono. KoxkHa xiHo4a
Ipylla Ma€ BU3HAYEHUI KOMIp OfATY: APYXUHU

KomaHopiB HOCATH CUHE — y 3aXifHiil Ky/IbTypi
KOJIip 9acCTO acOLIIEThCA 3 Menanxomierw. IIpu-
MipoM, y Tekcrax Minmana KyHpgepu cuHil Takox
e Meradoporo cMmepri, gerpagauii Ta HeOyTTA
(Zhao, Abdullah, & Qistina, 2024). ¥V TekcTi po-
MaHy «OmnoBinb cayxHuui» apyxuan Komanpo-
piB yocoOm0I0Th B[y, 3aXWILEHICTb, ane BOJ-
HOYac i3o1boBaHicTb. BoHM He GepyTb ywacTi y
PenpoAyKIil, IXHiV coLlia/IbHMUII CTATyC He JIa€ iM
LIi/IiICHOTO KOHTPOJII0 HaJ TinoMm um pgismu. Cum-
BOJII3M CMHBOTO Koibopy B ETBym Bimobpaxae
IIACMBHICTb Ta PErpecUBHY IIOBENiHKY JPY>XUH
Komanpopis.

Cry>xHuUlli OFATalTbCA B 4epBOHe: «A scmar
31 cminvyd, cmynarw 8 CoHue Ho2amu 8 YepBoHUX
uepesUKAxX i3 NAACKOI0 NiOOUIB010, NPUSHAUEHOTO
He 07151 maMuyie, a Mminvku w06 ybepeemu cnumy.
Ha nimxy nexamv uepeoni pykasuuxu. Ooseatro
ix — naneup 3a nanvuem. Yce, 3a 6UHAMKOM KPUJ
HABKO/I0 0071UM Y, HepBOHe: KOP KPO8i, ujo 6U3HA-
uae Hac. [...] Meni HiKonu He TU4UE HePBOHUL, He
wmiti xonip» (ETBym, 2017, c. 14). TonoBHa repoina
DpenoBa yIpofoBXK BCi€l icTopii po3MipKOBYe Haf,
(hopMoOI0 Ta IpU3HAYEHHAM CBOTO BOpaHHA, Mapa-
JIeTIbHO 3Taflyl0uy cBOOOy BUOOPY He JIMIIe B Ofif-
3i, aze 7 MOBeXiHIli, HABYAHHi, Kap €pi, CTOCYHKax.
CyUMBOIi3M IIbOTO BOPAaHHA MOXKHA PO3ITIAMIATU B
MeJKaxX Ki/IbKOX acCIIeKTiB.

[To-mepure, 6iomoriynmit Ta TinmecHuit BUMIp —
y I'inmeapi cry>xHuLi pefyKylTbCA BifIIOBiTHO [0
cBO€l penpoAyKTUBHOI (QYHKIII, a oTXe, 4epBO-
HUII KOMIp CTa€ IOCTiIIHMM HarafgyBaHHAM IIPO
ixHI0 6ioyoriuny «Micito». Tak, mocTiitHmit «4epBo-
HUIT» aKIeHT IepPeTBOPIOE TI/O >KiHKM Ha My6siy-
HU 00’€KT, 10 HaJIOXUTH He 1it caMmili, a JepsKaBi.
ITo-ppyre, conianbHO MOMITUYHUII BUMIp — dYep-
BOHMIT BMKOHYE (QYHKIif0 MapKyBaHHA. SIckpa-
BiCTb KO/IbOPY Ta BIIi3HABaHICTb OFATY POOUTDH IX
HagMipy BUAMMUMM y IIPOCTOPi, 1m0 € $OpMOIo
AVCUMIUTIHA: YHEMOX/IMBIIOETbCST OyIb-sIKa IpU-
BaTHicTb. [To-Tpere, ncuxonoriunmii BuMip — @pe-
IOBa He CIIpUIIMAa€E YepBOHMII KOJIIp «AK CBiil», 1[0
[IeMOHCTPY€E PO3pVMB MK HAaB'f3aHOK POJUIIO Ta
CIIPAaBXXHDbOIO iIEeHTUYHICTIO.

Ceper, pi3sHOOApBHOTO [pec-KOAY HOAEKYAu
MOJKHA 3yCTPiTI XiHOK, KOTPi «y moMAHO-3e/1eH0-
My Konvopi Mape, Oeski y cmyeacmux cyKHAX, dep-
B0HO-CUHDO-3€/IEHUX, Oeule8Ux, yO02ux, w0 6Ka3ye
Ha KiHoK 6ioHiwux vonosikie» (ETByn, 2017, c. 29).
Y 1boMy KOHTEKCTi OfIAT CTa€ He Julle TeHfiep-
HVIM, a /I KJIACOBMM MapKepowm, Mo MifTpumye 6a-
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raTopiBHeBy iepapxiro Bmaan. CMyracTicTb CyKOHb
MO)Ke BKa3yBaTM Ha (ParMEHTAPHICTb CTATyCy i
IMEeHTUYHOCTI, 10 MiIKPEeCIIoE BiICYTHICTD Ii/Tic-
HOI pOJIi B CyCIIIIbHII CTPYKTYPi.

151 «<x0nMpbOpOBa OVICUUITIIHA» BiICM/IA€ KO KOH-
nenii @yko npo 6i0moiTUKY — KOHTPOJIb JepsKa-
BJ HaJ| TiZIECHICTIO TPOMAJIAiH Yepes PeryaoBaHHA
ixuporo >xuttsa. Opar crae cnocobom kopmdika-
Iii >KiHOYMX TiZ, PO3MIMPEHHs Bafy [ep>KaBuU
Ha HAiHTMMHIIII acIeKTu iCHYBaHHA iHAMBIZA.
Oxpim KombopoBoi audepenuianii, GpacoH CyKoHb
nifcumoe ueit edeKT: TOBTi, 3aKpUTi HapsA#M He
JIIIe IPUXOBYIOTH (Pi3ndHi 0cOOMMBOCTI XKIiHOK, a
1 06MeXyIOTD iXHI0 MOOiNbHICTD. «KpnmaTi» yen-
I, 10 3aKpMBAOTb 0OIMYYA 300Ky, CTBOPIOIOTH
edekT i30sA11ii, 0 Haragye apXiTeKTypy MaHOITH-
KyMy — CUCTeMM HarJIALdYy.

Y pomaHi 4YO/IOBIKM OJATHEHI IIEPEBAXXHO Y
MOHOXPOMHY, CTpUMaHy (opMy, siKa BifobOpakae
OVICUUIUTIHY, BIafly Ta MiANOPAAKYBAaHHA TEOKpa-
TUYHOMY pexXumy. ETByl HABMIICHE He IIPOICYE
IJI 9OJIOBIYOTO 30BHIITHBOIO BUITIAMLY YiTKY KO-
nipHy mudepeHIjianio, IepeBOAAYN aKIEHT Ha
IXHiJ IHCTUTYLIIHUIT CTAaTyC, a He TinecHicThb. o
npukiagy, ¢opma BaproBux ta Oka - cnmoBux
CTPYKTYP, 1O HiATPUMYIOTb TiNeafiCbKy BVCI{MATITi-
Hy 11030aBJIsi€ iHAMBiAYyanbHOCTI Ta pOOUTDH TiNo
«IIPOOBXKEHHAM pexxumy»: «lleoe Owueil y cipux
Kocmiomax sucmpubyomo 3 noositiHux osepeti 33a-
oy» (ErBygm, 2017, c. 181).

Y KomaH[10piB OfAT HiIKpec/I0€ CTPUMAHICTD,
CepIlO3HICTDb, By — YOpHi a0 TeMHi KOCTIO-
mu: «Hapewmi npuxodumv Komanoop, skuii eede
cny#6y. Bin kopenacmuii, 3 1UCi04010 207106010, MAE
8uenA0 nidcmapkyeamozo ¢ymoonviozo mperepa.
Bbpanuii y ¢popmy, meepe3uii wopnuii konip 3 ps-
damu 3Haukie ma npuxpac» (Ersyn, 2017, c. 193).
Y cBiri, e XiHOUMIT OJAT MapKye KOHTPOJIb HaJ
tinoM i ¢pyHKUiAMM, JOMOBIUMIT OfAT BimoOparkae
BJIaJly, TI030aB/IeHy TileCHOTO MapKyBaHH:A. BoHM
MOXXYTb TO3BOJIUTH cobi HEJTPa/lbHICTh, aKe
IXHA iepapXivyHa ITO3MUIiA BXKe 3aKpilleHa CHCTe-
MOIO.

Teopis nepdopmaruBrocti [xymir batnep
JI03BOJISIE PO3I/IAHYTH OJAT 5K CIIOCiO HaB sI3yBaH-
HA II€BHUX COLIQJIbHMX POJIENl Yepe3 MOBTOPEHHA
reafiepuux npakTuk. JKinkm y Tineani smymeni
nigkopATucs yHibopMi, sIKa permaMeHTye He JIiIe
ixHill 30BHIIIHIN BUITIAL, a 11 moBefiHKy. Opar
JVIKTy€ IpaBM/Ia JKECTiB, IIOCTaBM Ta HABiTb CIIO-
coby MOBYAHHA: «f onycKaio 20108y il nosepmaro-

¢ max, w006 6ini Kpuna cxo8anu Moe 06nuv4s, ioy
dani» (ETBy®m, 2017, c. 24).

Taka pemnpeseHTaligs >KiHKM fAK IIOKipHOTO
cy0’€eKTa IeperyKyeTbcsA 3 PeMiHICTIYHO KPUTH-
KOIO IaTpiapXa/JbHUX CUCTEM, Y AKUX XKiHOYI Tima
PO3I/IAMAIOTLCA AK NMACUBHI 00’€KTVM KOHTPOJIIO.
Opar cnyrye 3acoboMm mep@opMaTUBHOTO 3aKpi-
IUIEHH:A ITOKOPH, TOA1 AK J10ro paKTMIHO HACUIIb-
HULIbKMIA IPUMYC BifjlioBifiae gocnimpkeHHam Oyko
IIpO Te, L0 BJajia Jii€ He Yepe3 IpAMUI NIPUMYC, a
4yepes CUCTEMY HOPM Ta O4iKyBaHb.

ITocTynoBo, MOTpaNIAKYM IijJ BIVIMB TOTasli-
TapHMX 3aKOHIB Ta HOpM, PpestoBa 3acymxye cebe
Ta IHIIMX >XKiHOK, KOTpi MOpylIyBaay IpaBuWIa i
BUIIPABAOBYBA/N «BCAKI pedi, AKi MOI/IM CTaTUCD»:
«Ile npo mi cnekmaki, AKi HiHKU 1AUINMOBYBATIU
cami 3 cebe. Hamausysanu cebe oni€to, Have M’Aco
HA Wamnypi, 020/11084U CNUHU Tl Ne4i Ha 8YUL,
npuecentooHo, i Hoeu, Hasimv 6e3 nanuix» (ETyn,
2017, c. 55). )Kinka nepebyBae y OCTiifHOMY BHY-
TPIiIIHbOMY J1ia/I031 M>K CBOIM MUHYIUM XUTTAM i
peansHictio lineany. [i mam’stb po cBo6ony, Bu-
6ip opAry, mpodecito Ta MOXK/INMBICTh CaMOBMpa-
JKE€HHS KOHTPACTYE 3 TenepilHbow poyo Cryx-
Huwi. [le mpoTucTaBlIeHHA CTBOPIOE HAIIPYTy MiX
11 BHYTpillIHIM CBiTOM Ta 30BHIIIHIM IPUMYCOM.

[IpyKMeTHMM € OmNC CLeHM i3 TypucTaMu 3
SnoHii: «d dasHo He bauuna KiHOK y makux Ko-
pomkux cnioHuysax. Bonu nedse 3akpusarmo Ko-
NiHA i 6I0KPUBAIOMb HOU, HAYE 2071l 8 MOHEHLKUX
NAHY0XAX, BYNb2APHI HepesUKU HA 6UCOKUX Nid6O-
pax i3 pemiHuAMU NPUS’A3ani 00 Hie, HaUe BUMOH-
ueHi incmpymenmu 018 mopmyp [...] Bonu Hocsamo
nomaoy, 4epeoHy, AKA OKPEeCTIE 6071021 NPOBANILL
IXHIX pomie i cXoxca Ha MANOHKU HA CMIHAX mya-
nemis konuco paniue» (ETyn, 2017, c. 34). Openo-
Ba PO3yMie, 1IJ0 BOHA TeX paHillle TaK BJATanacsa —
«T0 Oyna cBoboma» (TaM camo).

ETByp MajicTepHO olepye peTpocIeKii€lo, oo
IOKa3aT! Te, AK HaM ATb CTae (OPMOI0 OIOPY.
@penoBa mpuragye, 1m0 KOMNUCh OfATaNa IKIMHCK
Ta YUTaTa KHUTY, OIVICYE XXiHOK, AKi Hocum Omy3-
KU 3 TY/I3UKaMI CIIEPENY, i€ HaTAKAI0 Ha IMOBIp-
HicTb c/10Ba «po3cTibHyTM». Ii xinku Mormu 6yTu
po3msrHeHi; abo X Hi. 37aBanocsi, BOHM MOXXYThb
obupatu (EtBynm, 2017, c. 30-33). Bona BiguyBae
CTpax Ilepef; TOKapaHHAM, ajle BOGHOYAC Ii cIiora-
[V TIPO MUHYJIE MiATPUMYIOTb I i€ HTUYHICTb.

[Tompu >XOPCTKY AMCHUIUIIHY, )XiHKM ITYKalOTh
IIPOCTIp I OIOPY — MAJIEHbKi aKTU HEIOKOPH,
BHYTPIIlIHI B3a€MOBITHOCMHM, BUKIMKM 30BHiIl-
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HbOMY BUIIAAY HE€MOHCTPYIOTh CyOBepcilo depes
MaTepianpHicTh. DpefoBa, HANPUKIAZ, LIyKae
CIIOCOOM Bi9yTV CBOIO TiNECHICTBD, BCyIlepedy CIIpo-
6am Tineany ii 3He0COOMTI: KpagbKOMa JUBUTHCS
B [I3epKal0 (HaBiTh fAKIO He BIi3HAE KOJMIIHIO
cebe), po3MipKOBYE IIPO Ti/IO Ta HOYi 3 YOJIOBIiKOM,
3rajiye IIpo BaTiTHICTb Ta OCMUCTIOE cebe KiHKOIO 3
eMoIisMM, ToTpebamy Ta OKAHHAMH, a He «IUIO-
IIOBUTE TI/IO».

OpAar TakoX QYHKIIIOHYE Yy AKOCTi KOAY CIpo-
TUBY B Iypuiomy macirabi. Hanpuxmnan, emisop,
ne Komanpop 36upae @penoBy no roremo-6oppe-
mo «Y €3aseni» (Kyau, BO CI0Ba, BTEK/Ia HOAPY-
ra ®pegosoi Moripa, TMUM caMKUM BUC/IOBIIOIOYNU
Hemokopy pexxumy). Tyr 6aurMo mupoxuii onuc
capTopiaZlbHMX CKIaflOBUX: Bif| CIIOTajfiiB IIPO IIO-
qaTtku pexumy: «Ha Tatimc-ckeéep nananu 60eHu-
wa, 006K0NA HUX CNi6as HAMO6M, HiHKU 60TUHO
maxanu pykamu [...] eapHo niocmpudceni mosno-
OUKU 3 KAM AHUMU 0ONUMYAMU HOYPAANU peyi y
8020Hb, NOBHI HMeEHI UL0BKY, HEUIOHY, WMY4H020
Xympa, #06mo-3es1eH020, 4epB0H020, (ionemoso-
20; 4opHULl amac, 3o10me name, OnuUcKyue cpibso;
mpycuku OiKini, Npo3opi NipuuKu 3 poxesumu am-
JIACHUMU CePUAMU, HAUWUMUMU, W00 npukpusamu
cocku») (ErBym, 2017, c. 204) fo cnpobu 3mamy
niei cucremu: «Todi 3Himaro camy cykHio, Hama2aw
ekpumi 6nucKimkamu wineixu Ha niedi. € 1 my-
i, ninosi, Ha abcypoHo sucokux niobopax (ETByxn,
2017, ¢. 205). [...] Tym moxcHa sumpiuyamucs, pos-
ousnAMuUCS, meHi He 3asaxcaiomy 6ini xkpuna. I'ono-

8a 6e3 HuX 30a€mvcs OUB0BUNCHO 71e2KO0K0, HaYe 3 Hel

3HARU maeap yu nozbasunu ii emicmy (Eryn, 2017,
¢. 208). Cria/ltoBaHHA OJATY i HACTYIIHE JIOTO «II0-
BepHEHH:» ¥ popMi O/1MCKyUIMX aKcecyapis, sACKpa-
BIX KOJIbOPIB — Ie MeTadopa KOJIEKTUBHOI ITaM sITi
Ta CIPOTMBY IPOTY 3a0YTTs, aKTyalTi3oBaHa depes
MarepianbHi 06 ektu. Ieit emmison feMOHCTPYE, 1110
yHiopMa K iIHCTPYMEHT BIafjyl Ma€ CBOI «IIpora-
JIMHU» — OJAT CTa€ KOJIOM CyOBepcii, MOX/IUBICTIO
BTeui Bifi ma”iBHOTrO AMCKypcy. Opar Openosoi B
LIbOMY €IIi30fi — Ile CUMBOJI BTPATH i Hafii, yanb-
HicTb sIKOI BifoOparkae CKIAIHICTh >KiHOYO] 10TIi B
ToTaniTapHOMy pexxumi ['ineany.

3pellToro, OfAr CTa€ OOHUM i3 MaTepiaJbHUX
Tpurepis pedrekciii Ha TeMy cBo6oaM BMOOPY Ta
camoinenTudikanii. OgHak, yepes Bigkputuit ¢i-
HaJI POMaHy MM MOXX€MO JIMIIE 3[0TalyBaTHUCh K
cknanach gonsg Ppeposoi: «Tox s pobno Kpox y
memps8sy écepeduni; abo x - y ceimno» (Ersynm, M.,
2017, c. 256). IctopnyHi KOMeHTapi, AKi CIyIyOTh

(aKTUYHO JTOTIOBHEHHSIM JI0 OCHOBHOI icTOpii 30-
cepemXeHi pajire Ha imeHTudikanii oci6 I'ineany
Ta JIOTiKM IXHiX BJIaffHUX CTPYKTYp, HDK Ha 3acy-
IPKEHHI 91 OCMMCI/IEHH] aHTUYTOIiYHOI Tparepil. I,
Jlaf04M BiiTIOBib Ha (piHA/IbHE 3aIUTaHHA POMaHY:
«Tak, muta"HHd €!».

BucnoBku. Opnar y pomani «OnoBifib CIy>KHHU-
11i» QyHKI[iOHY€e He /MIle K MapKep COILialbHOTO
CTaTYCY, ajIé € TAKOXX MEXaHi3MOM pPeIpecii Ta Io-
neM 60porpbu. Bisyanbna iepapxis Iineamy Bimo-
Opaxkae Bajly, IpoTe HaBiTh y MeXax Iiei cucre-
MU MOXK/IMBUI CIPOTUB — 4Yepe3 MepeOCMIUCIEHHA
KOHIIEIIil TaM ATi, pUUKY CIIPOTHBY, HaBiTh YCBi-
MOMJIEHHS CBOTO CTaTycy. TakuM 4YMHOM, POMaH
Mapraper ETBysn meMOHCTpye CKIafiHWMII Jianek-
TUYHMIT 3B’A30K MDK AMCHUIUTIHAPDHUMY MeXaHi3-
MaMI Ta MOXX/IMBOCTAMMU OIIOPY, IO IiJKPECIIE
3HAYYIIiCTh CapTOpiaZbHOI iEHTUYHOCTI Yy KOH-
TEKCTi TOTAJIITAPHOTO CyCHiNbCTBA. OCTiKeHHA
IbOTO aCIEKTy BiIKpMBa€ IIMPILIi IEPCIEeKTUBYI
I aHajli3y TEKCTiB, [ie MaTepiaZbHICTh OfATY €
YaCTMHOI IVPUINX COUIOKY/IbTYPHNUX Ta IOMiTUY-
HUIX MeXaHi3MiB BJIajiu.

Opar y pomani «OnoBinb cyxHuUIi» Mapraper
ETBy[ € MOTYy>XHMM iHCTPYMEHTOM AMCLMILTiHAp-
HOTO KOHTPOJIIO, IO 3aKPIIUIIE TeHJEPHY iepap-
xifo Ta 06Mexye cBobopy >kiHOK. BiH cimyrye mexa-
Hi3MOM ITAHONITMYHOTO HAITIALY, 4Yepe3 AKNII Bajia
perliaMeHTye Ti/IECHICTh Ta COLjia/IbHy IOBEJiHKY.
OpHak, nonpu Jioro noTeHujian AK 3HAPAALA Ipu-
THOOJICHHS, OfIAT TAKOXX BYICTYIIA€ IPOCTOPOM JIJIA
MiKpOpe3UCTeHIlil, IO JO3BOIAE KiHKaM 3asB/IA-
TI TIPO CBOIO Cy0’€KTHICTb. AHaji3 capTopiabHOI
MIOMITUKY aHTUYTOIIIYHOMY KOHTEKCTi BiIKpuBae
MMPIIi IEePCIeKTVBY PO3YMiHHS B3Aa€EMO3B A3KY
MiX TiJIOM, iIEeHTUYHICTIO Ta BJIaJI0I0.

KoHdnikT iHTepeciB

ABTOp He Ma€ IOTEHLINHOTO KOHQIIKTY
iHTepeciB, KMt 6 Mir BIUIMHYTM Ha pillleHHS
PO ONyO/TiKyBaHHS I[i€] CTATTI.

BMKOPUCTaHHA WITYYHOrO iHTENEKTY
[Iryynuit iHTENEKT Yy [OCHIMKEHHI He
3aCTOCOBAHO.
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Abstract. The quest to explore the depth of modern life’s intensity and the meaning of creativity leads composer Ramunas
Motiekaitis (*1976) to a profound connection with the natural world, oscillating between openness and solitude. It is here that
the genuine perception of music as a harmony of the world, imbued with a sense of sacredness, is born. This unique link between
creativity, silence, and their contemplation on life reflects the influence of traditional Japanese culture, which the composer
studied and explored. Therefore, Motiekaitis’ aesthetic investigation into the openness and closedness of Japanese culture
towards the West, alongside his deep interest in the works of Toru Takemitsu (1930-1996) and texts regarding the silence of music,
led the Lithuanian to a unique new interpretation of the sacredness in listening to the hum and the singularity of observation.
Consequently, it can be said that the Lithuanian composer and Japanologist settled into his own world of ideas, experiencing
the phenomenon of music as if inspired by Shintoism or Zen practice, merging light and hum into a philosophical unity that
transcended the Darkness of the present world, into the continuity of the post-apocalypse, and into dissolving in time.
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MOYYTTA CBITJIAY TBOPHOCTI TA CIMOCOBI XKUTTA
JINTOBCbKOIoO KOMMNO3UTOPA PAMYHACA MOTbEKAUTICA

AHoTauif. [lpazHeHHA docnidoumu 2UGUHU Cy4acHo20 XUmms 3 (i020 HACUYeHICMIo ma ceHCy meopyocmi npugooums
komno3umopa PamyHaca Momeekalimica (¥*1976) 00 winbHo20 38°A3Ky 3i C8iMom npupoou y npoueci tio2o KoUuBaHb Mix 8i0-
sepmicmio ma camomsicmio. Came mym HapoOXYEMbCA CNPABXKHE CNPUUHAMMA My3UKU AK C8iIMO80I 2apMOHii, NpoCAKHyme
8i0yymmam ceaweHHo20. Lleli yHikanbHUU 36’A30K MiX KpeamusHICMIo, muweto ma cno2A0aHHAM Xumms 8i003epKaIoe
8n/1u8 MpaouuyitiHoi ANOHCLKOI Kysbmypu, AKy KOMNo3umop eugyas ma 0ocaioxyeas. Biomak, ecmemuyHe NPOHUKHEHHSA
Momeekatimica 0o 8iOkpumocmi ma 3akpumocmi ANOHCLKOI Kysibmypu w000 3axody, pa3om 3 (020 2U6OKOK 3ayiKassieHi-
cmio meopamu Topy Takemiuy (1930-1996) i mekcmamu, Oe UWAOCA NPO MUy y My3uui, Chpusasio yHikaneHit iHmepnpema-
yii TUMoBCcbKUM KOMNO3UMOPOM 8i04YMMA CAKPAabHO20 Ni0 YAac CAYXAHHA 03UXYAHHA Ma HeN0BMOPHOCMI cnOCMepexxeHsb.
Om>xe MOXHA cmeepoXxysamu, Wo 1UMosCcbKUli KOMNO3UMop i ANOHICM 3aHYpuBCA y 81acHUl c8im idel, nepexusaroyu ge-
HOMeH My3UKU Ha4e Kpi3b npu3my cuHmMoi3my abo npakmuk [j3eH, i NOEOHyo4U c8imio i O3UXYAHHA y inocogcoKy €OHicMe,
30amHy sutimu 3a mexi [limemu cy4yacHo2o cgimy, y maziicmes nocm-anokanincucy, ma po34uHUMUCA y 4aci.

KnrouoBi cnoBa: csimiio, 03uxxyaHHsa, ANOHCbKe Mucmeymaso, mpaduuis, Momeekatimic, ecmemuka, npupooa

The contemporary understanding of Lithuani- the flux of progress, fashion trends, and break-
an identity encourages us to examine more closely  through actions. Instead of adopting the modern-
the unique desire for unity of life and creativity, re-  ist global pursuit of fashion, some creators are ex-
connecting with an archaic, primordial, and deeply  ploring the anonymity of anti-fashion, islands of
rooted feeling—the need for a space separated from silence, depths of introspection, and sources of pu-
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rity. Here, we can discuss the philosophy of reject-
ing external fashion, embracing the naturalness of
creativity, the paradigm of nature, and the myth of
salvation from civilisation—realised through mu-
sic, the sounds of the natural world, and the quest
for solitude.

This leads us to the convergence of life and cre-
ative lines of the exceptional Lithuanian composer
Ramiinas Motiekaitis (*1976) into a particular phe-
nomenal unity of expression, in no way connected
to the dynamics of the zeniths of the contempo-
rary world. Despite this, Motiekaitis is the author
of musical compositions and musicological writ-
ings, conducts research on artistic aesthetics, and
holds the titles of Doctor of Science and Associate
Professor at the Lithuanian Academy of Music
and Theatre. Raminas Motiekaitis is like an out-
sider in fashion, who, having discovered an island
in the solitude of the forest, remains an advocate
and spreader of the idea of the universe, a mediator
of sound images, a leader in philosophical discus-
sions, and a director of performances of the un-
known. Even his clothing—a thick cloth cloak cov-
ering his shoulders in its own way evokes the im-
age of a pagan priest. When discussing Motiekaitis
more broadly, the unique transcultural Lithuanian
universality of identity emerges first and foremost,
particularly the connection with Japan, the country
where the composer lived for three years, studied
traditional culture, and wrote a dissertation on the
interactions between Eastern and Western art, all
within a distant space. Here, identity integrity and
transcendence emerge, surpassing the conceptu-
al boundaries of time and geography, relying on
the mysteries of pagan pantheism and Shintoism.
Motiekaitis carefully studied the works of the Jap-
anese composer Toru Takemitsu (1930-1996), ex-
amining the essence of his Japonisme and discover-
ing the significance of subtlety in the interaction of
instruments with air, space, and the phenomenon
of timbre in various spheres. Takemitsu’s thoughts,
which are also present in his writings in Confront-
ing Silence (Tokyo: Fallen Leaf Press, 1995), aligned
with Ramiinas Motiekaitis’ worldview philosophy,
leading even further into the infinity of threads of
Japanese transculturality. The composer says: It is
not easy to grasp where Japan begins and where
it ends’ (Motiekaitis, personal communication,
March 14, 2025).

Thus begins the intriguing realm of Selthood
between Lithuania and Japan, with horizon lines

leading to creativity that ‘does not strive for orig-
inality’ (Motiekaitis, ibid.).

The composer further states this essence to be a
principle of his creative philosophy:

T think that I construct my aesthetics by op-
posing monumental and heroic romanticism. At
the same time, it resists progress, revolution, and
the cult of originality. And this draws me closer
to something unknown, which, in some aspects,
would connect with Japan, and not only with it.’
(ibid).

The isolation of Japanese traditions from global
progress offers this opportunity.

The music here is imbued with phenomena of
primordiality, demanding careful observation, at-
tentive listening, and surrender to the flow of time.
This principle is also closely linked to Baltic min-
imalism, the aspect of archaism, and essentially
originates from deep Japanese culture, becoming
Ramitinas Motiekaitis’ own work and way of life.
There is no room here for the play of fashion or the
paradigm of dramaturgy, but rather the opposite—
one turns to what is unchanging, eternal, and does
not betray or recode with different meanings. The
principle of will is discarded, and thoughts shift to
nature and its style everywhere—in fabrics, orna-
ments, musical scores, the creation of soundscapes,
and contact with the instrument. The compos-
er himself plays the Japanese flute, known as the
Shakuhachi. Here, his engagement with sound be-
comes very intimate, as if a gust of wind is speaking
to silence itself. This also aligns with the object of
Motiekaitis’ research—the relationship of Takemit-
su’s work with the timbres of silence—confronting
silence. The transcultural space, as experienced by
the Lithuanian composer, embodies a natural link
between Japanese traditions, Zen principles of na-
ture, and the flow of currents that are unaffected
by civilisation’s vanity, turning away from time.
This realm of solitude and loneliness is echoed in
Motiekaitis’ work and way of life. It extends into
longing—it is an ornament, a vibration of light,
the secret life of dots and lines—both in scores and
sound images.

It is worth mentioning here the composer’s con-
nection with Japanese visual art, where listening to
the meaning is conveyed through subtle strokes.
Traditional listening pieces in Japanese graph-
ics are well-known, such as Listening to the Rain,
Listening to the Bamboo, Listening to the Wind in
a Pine Grove, and Listening to Insects. In the first



OpAr AK TEKCT Y NMPOCTOPI BEPBAJIBHOIT TA BI3YATIbHOI KYNIBTYPU 17

image of the painting, we see three trees—a grove
and three people, as if lost in a minimalist patch of
emptiness, where the mystery of the dash-dot detail
begins, possibly representing the code of life. These
meanings unconsciously take hold in the music of
Ramiinas Motiekaitis, transcending into the nota-
tion of his scores like delicate strokes. According
to Gaidamaviciate, a dot also signifies movement,
such as a gust of wind. (Gaidamaviciate, 2023,
p.62-63) Motiekaitis’ work, Listening to Pines
(2017), is a revelation of such creativity—the flow
and other natural phenomena in the space of musi-
cal notation. It is both the space of the composer’s
being and existence, living alone in a hut in the for-
est near Vilnius. The world of his philosophy and
the centre of harmony is created through his rela-
tionships with his close environment.

It is also important to revisit the concept of light
in this context. Motiekaitis’ recent works are dedi-
cated to light and its philosophical and aesthetic par-
adigm. The first notable example was the piece Light
on Light (for trombone and string quartet, 2004),
which explored the pulsation of lightning-like light
as well as the brightness and power linked to the
expression of the trombone’s vigorous voice. Mean-
while, the recent work (Shine)Hum [Sviesogausmé]
(for two flutes and organ, 2020) is entirely medita-
tive, capturing the subtleties of the flow of light, the
depths of shadows, and dissolutions in the heights.
Here, light dissolves and spreads in the hum, merg-
ing with space in a halo of timbres, breathing with
gusts of wind and the infinity of nature. Consequent-
ly, it appears endless, paradigmatic, and, in this way,
akin to Baltic minimalism. It is vital that everything
here unfolds as if by itself, without the author’s in-
tervention, inspired only by road signs, a predicta-
ble sense of time, and perhaps even by coincidence...
Furthermore, this follows Motiekaitis’ principle: to
allow everything to flow naturally, acting merely as a
mediator and engaging in attentive listening. Such a
flow, driven by impulse, triggers the phenomenon of
light through the ornamental horizontal of the sound
of instruments. The very sense of distance then cre-
ates a sphere of another space—an alternative to the
dramatic dynamism of conflicts and the egocentric
grandeur. However, this niche state becomes some-
thing more than just a soundscape; it possibly signi-
fies the dawn of life in a post-apocalyptic world.

‘Motiekaitis’ language is not hermetic—it is re-
fined and at the same time ascetic,” writes musicol-
ogist Rata Gaidamaviciaté (Gaidamaviciate, 2023,

p. 62). The gaze is also focused on the visual state
of the music:

Even externally, the score appears as if the au-
thor has barely touched it with the thinnest possible
line, with dots of sound scattered here and there. It
is like an outline of a thought, which requires the
inner silence, the primordial emptiness, of both the
performers and the listeners to understand’ (Gaid-
amaviciate, 2023, p. 63).

The interpretation of (Shine)Hum thus evolved
into transcultural interdisciplinarity—the partic-
ipation of the natural landscape in the creation
of the work, as seen in Vytautas Oskinis’ video
“Sviesogausmé” (2025).

The meanings of light have become a new area
for Motiekaitis’ philosophical music aesthetics in
the work The Aesthetics of Light (on tape, 2022).
This is another expression of the glow of music to-
wards a sense of transcendence, demonstrating the
composer’s desire to intertwine the breadth of his
explorations systematically.

It can be said that the transformations of
post-minimalism have spilt over into a dimension
of limitlessness, where the paradigm of light, the
leitmotifs of flow vibrations, and visionary scenog-
raphy dominate.

Here, water becomes a necessary, shadowy back-
ground, lending meaning to the music, which seeks
to restore the continuity of the water flow, its un-
dulations, cyclicity, and ritornello. This, in its own
way, coincides with the ornamentation of fabric—
the embodiment of the archaic in contemporary cul-
ture. Motiekaitis’ work also follows in its footsteps
by listening to the rustle and gusts of wind, a unique
cultural mission related to light—Enlightenment,
almost sacred sources of nature, the meaning of be-
coming alive. And this is happening in the current
epoch of Darkness, which is recognised as having ar-
rived by philosophers Gintautas Mazeikis and Algis
Mickanas (2025). When the meaning of the existence
of minors, the significance of embodying details, and
the depths of the sources of the intonational cell are
rejected, then such a choice by Ramiinas Motiekaitis
reveals the author’s authenticity in rejecting barbar-
ic dynamism and adopting a philosophical, creative
perspective, crossing bridges of time into the silence
of the future. The participation of fragile meanings
of existence in this listening—this is how the entire
work of Motiekaitis can be described—unveils the
depths of unknown phenomena, which may absorb
or even save the world. It is about aesthetics—the
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composer’s field of thought that names this name-
less realm between distances. It is worth noting him
as the author of a monograph dedicated to the sig-
nificance of deep meanings in Japan: Poetics of the
Nameless Middle: Japan and the West in Philosophy
and Music of the Twentieth Century (2011), which
received the highest Lithuanian musicology award,
the V. Landsbergis Prize. Within this context of Jap-
anese distances, the author’s unique need for soli-
tude, withdrawal from the public, and controversy
was fostered. This very creation demands unlisten-
ing (!), attention to conceptuality, Western concep-
tual activities, and immersion in meditative states
of Oriental introspection. Music philosopher and
Ramiinas’ friend Edvardas Sumila comments on this
exceptional creator under the Lithuanian sky:

Ttis reflected in his composition process as much
as in its result, that is, weighed on the, I must say,
dialectics between fighting your demons, daring to
speak something through your music and yet trying
not to explicate too much, to resist melodramatic or
overly excessive gestures.’ (Sumila, 2020, p. 2).

The complexity and simplicity of Ramiinas
Motiekaitis’ work intersect with the medium of
aesthetic philosophy, where events unfold and take
place: creativity, musicology, Japanese tradition,
Baltic archetypes, the exploration of depths, and
the Enlightenment, alongside processes of distanc-
ing. The expression of creativity can be described
as ‘soothing in between’ (Sumila, 2020, p. 8), where
randomness, constant change, and the need for dis-
tance play a crucial role. Finally, the book itself of-
fers the final word, opened by the author, providing
insights into the previously mentioned monograph
Poetics of the Nameless Middle: Japan and the West
in Philosophy and Music of the Twentieth Century
(2011). Musicologist Edvardas Sumila concentrates
here on the phrase ‘Nameless Middle as essential as-
pects of Motiekaitis’ expressions.” (Sumila, 2020, p.
9) It is worth emphasising that this entire phenom-
enon projects a sphere, encompassing everything
around us and through which it flows, overcoming
all obstacles and transcending the light. Remarka-
bly, nothing can hold it back.

Philosopher and political scientist Professor Gin-
tautas Mazeikis highlights the destructive power of
philosophy—the toxic role of imperialist metaphys-
ics, which was particularly active in Europe before
the Second World War and is now reawakening as
the irrationalism of unchecked power and the super-
machismo of the chosen ones, reinforced by a reli-

gion of transcendental significance. ‘Reborn impe-
rial metaphysics in Russia, dozens of philosophers
and professors, led by Alexander Dugin, debate what
geopolitics should be and what Russia’s global role
should be’ (Mazeikis, 2025, p. 3), arguing for the
crushing of the rotten West and the defence of the
true values of the Russian world. Then this distant
island of silence between the West and Japan, and its
intonational cell—the space of Ramiinas Motiekait-
is’ listening—emerges. Listening to the wave of lines
in the sunset light... Primordality, not belonging
to progress, but to an agreed way of life, protection
without codes, ... with the safeguarding of the vaults
of internal order—the sky shaded by trees. Such a
paradigm of creativity and the way of life, where the
Baltic connection of Japanese tradition meets a time
traveller, an independent listener, and a participant
in the freedom of the arts.

And its code is a sign of light—an ornament—a
sound.

A garment to cover yourself.

Conclusions

It can be argued that an intercontinental, trans-
cultural Self has matured in the Lithuanian crea-
tive space, as exemplified by the phenomenon of
composer Ramiinas Motiekaitis” expression, which
observes the archaism of Lithuanian-Japanese tra-
ditions and contemplates the flow of soundscape.
This uniquely exceptional convergence of the sol-
itudes of creativity and life implies a philosophy
of deep aesthetics and its various manifestations
through thought, text, drawing, score, and rela-
tionships with instruments and sound.

The nature of all these phenomena is connect-
ed through the sphere of listening to the rustling
of the wind, trees, birds, the sea (Oskinis, 2024)
and the sound of a flute fluttering between heav-
en and earth—a retreat from textuality, a declara-
tion of narratives, ideas and concepts into contact
with space, with air, with the vibration of a gust or
sound. Such strokes of Ramiinas Motiekaitis’ exis-
tentialist expression reveal the following fields of
meaning.

1. Depth. A sense, a feeling of depth, the path to
the sources, the paradigm of water in music.

2. Infinity. A sense of infinity—vibration, into-
nation, cell, ornament, minimalist code—sacred-
ness, continuity, horizontality.

3. Light. Light is an unstoppable flow, the En-
lightenment of processes, the antithesis of Dark-
ness.
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4. Silence. Silence as a parable of solitude and
unity, an impulse for vision.

5. Listening—a fundamental transfer of the
Japanese visual art tradition to the level of pro-
cess dramaturgy of Lithuanian music minimalism,
melting it down to absolute continuity.

6. Drawing—the nature of the score of lines and
dots, the graphic ritornello of tree branches, and a
sense of structure through a stroke.

7. Aesthetics as a body of philosophical thought,
a parallel factor in the field of creativity, a net be-
tween words, sounds and script.

Discursive dynamics, embedded in and gov-
erned by the context of ideas, insights, and cultural
connections, perhaps reflecting the future after the
post-apocalyptic Darkness of the rejected and the
survivors.

Ramunas Motiekaitis™ listening to silence may
not be an accidental, albeit improvisational, but a
reasonable and meaningful step towards humani-
ty’s destiny.

KoH¢nikT iHTepeciB

ABTOp He Ma€ IOTEHIIHOrO KOHQIKTY
iHTepeciB, KUl 6M MIr BIUIMHYTY Ha pillleHH:
IIpO ONyO/TiKyBaHHA Iji€l CTATTi.

BMKOPUCTaHHA WITYYHOrO iHTENEKTY
[lry4ynnit iHTENTEKT Yy M[OCHIIKEHHI He
3aCTOCOBAHO.
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E.T.A. HOFFMANN'’S FASHION COMPETENCY

Abstract. E.T.A. Hoffmann’s novellas (“The Sandman”, 1798; “Little Zaches Called Cinnabar”, 1819; “Princess Brambilla”) have
been used to exemplify how clothes function in the texts of the renowned German writer. Attention is focused on the link between
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Beryn. ¥V moni mopy sk “iHTEpAMCKYPCUBHOL
TeMU~ JOCIHUKU BUSABIAIOTH Pi3HOMaHITHI Me-
NilHI CUCTEMHi B3a€EMO3B A3KMU, SK, HaIIpUKJIAJ,
IIOMDX OJATOM i /TiTepaTypolo 4y 0cOOIMBO TOMDK
oxsaroM Ta xusonucoMm. Komu opsr, 3a PaitHepom
Benpixom, cTae MOZOI0 i TUM caMUM KY/IbTYPHOIO
MPAKTHUKOIO AK €CTETUYHOIO BifIITIOBiIHICTIO IEBHiN
eroci, To BiH HaOyBae CBO€I BTacHOI MeJiifHOCTI.
“ITe o3Hayae, — MOACHIOE MOCTIMHUK MOAU, — IO
B MOJHOMY OJATOBi MOXYTb BCTaHOB/IIOBATHCA

MeXaHi3MJ CTUKOBKN 3 piSHUMM Mefiia-CUCTEMHMU-
MU OJJIHUIISIMY, OCOOIVIBO KOJIV IIPO MOJY T'OBO-
paTh un mumyTs (Wenrich, 2015, S. 14-15). Be-
CTUMEHTApHI NPUKIAAN 3aCBiAYyIOTh, 10 Y CBOIIl
MeJiTHOCTi BOHM Pa3oM i3 Y>KUTKOBUM i 06pa3or-
BOpYMM MICTELTBAMY IHCLIEHYIOTb OUCKYPCHUBHI
CepefoBIIa, IHTEPIIPETYIOUN B HUX Pi3Hi HapaTu-
B CcOLia/IbHMX CTPYKTYyp. IIpu yBaxxHOMY pO3I/IA-
i 06’€KTiB OJATY 3’COBYETHCS, 1O ifjes] IeBHOTO
IIpeIMETY OfIATY B JIEAKOMY CEHCi MOXKe BTifoBa-
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THUCA AK “apxitexTypa tima” (Wenrich, 2015, S. 15).
O6ropTka A4 Tina i iioro fift B mpocTopi crae TMM
CaMMM MOJEJUII0 CYCITiIbHOI KOHCTUTYIIi Cy0 eK-
Ta. Y IIbOMY CEHCi OfAIT € Me[iyMOM, MeJIilfHO aK-
TUBHMM i IIaCUBHMM, BiH OPraHi3OBYy€ KyIbTYpHi
IPOCTOPY, 3’ ABJIAIYNCH Y YU 3 6araTbMa Mefia sK
OpraHisamifiHMMM IMoNAAMM Yy BifmosigHmMx (opms-
raJIbHO-)MOBHUX peTiCTpaX, y3araJabHIOKYM iX 0
CIIiZIPHOTO BUCIOB/IIOBaHHA. TakuM ILiKaBUM BMU-
CJIOBTIIOBAHHAM OJIATY MOXKHA BBXKATM “OIVICAHY
Moply” B HiMelbkiil nmitTepatypi pomantusmy. Sk
KOMIUIEKCHUII 3HaK OfiAr TyT Qirypye iHTeppmc-
KYPCUBHO 11 iHTE€pMe[jiabHO.

Amnani3 gocrnigkensp i myonikaniit. Ponman bapt
IIOEJHAB MOJY i pPOMaHTM3M, 3ayBaKMBIIM, IO
mepili OCMMCIIEHHS KOCTIOMY BiH IIOB’S3y€e caMe
i3 mouatkom XIX cronirts (Barthes, 2002, p. 49).
Tomy icTopmune mocmimpkeHHA OfATy (paHIy3b-
KUI MUCIUTEND PO3YMi€ AK TUIIOBO POMAaHTUYHUI
MIPOEKT, AKUI BUIUIMBAE 3 XapaKTEPHOTO TOMIIHHSA
3a MMHY/IMMM enoxXamu. Baxximsum npusogom o
11bOrO OYB TeaTp, AKMII CTAaBUB iCTOPUYHI ITeCK Y
BifimoBigHOMY odopMiIeHHI. [HTepec pOMaHTHKIB,
3a Pomanom bBaproMm, crocyerbca rappmepoby sk
KOCTIOMY 1 JOKYMEHTY, SAKUil CIyTyE I Iepeo-
IATaHHSA 1 BTedi Bij TenepimrHocTi. [IncbMeHHNKN
npu 1pomy, a cepep Hux nepenycim E. T. A. T'od-
MaH, BUSABJIAIOTD CBOI0 MOOHY KOMMNeEMeHMHIicmb,
Iif AKOK JiTepaTypO3HaBUIA i KyJIbTYPOIOTMHA
Teprpyn Jlenept y kuu3i “Mopa, Teopis, ecteTnka
KY/IbTYPHOI IIPaKTUKN PO3yMi€ 3TaTHICTb YUTATH
i BiuyBaTy MOZy, 3HaHHA IIPO Te, 1110 IIeBHI Ipef-
METU OJATY MOXKYTb O3HA4aTy y IEBHUII MOMEHT
(Lehnert, 2013, S. 18). CopuitHATUII TAKUM YUHOM
OJIAT CIyTye MeJiyMOM KpeaTMBHOTO 3aCBOEHHHA
CBITYy, CBITOCIIpUIIHATTA 11 OpraHisanii ceity. Mopa
Y CEHCi CTaB/IeHHA IO OJATY O3HA4a€ IIPOLeC, iHC-
LleHyBaHHs, Py, TeaTpaIbHY IOAil0. 3a JOIIOMOI0I0
MOJY BJAETbCA PO3TALIYBATH i Ilepe-pO3TaLTyBaTH
iHMBifIa Y CYCIIIZIbCTBI COLia/IbHO, a TAKOX ecTe-
TUYHO — AK popMM Y vaci i mpocropi, mosask Moza
O3HA4Ya€ eCTeTM3alliI0 JXUTTEBOIO CBiTy i MIOAMHMI
B HbOMY.

Yxe y XVIII cronmitri Moty CIIpMiIMalOTh AK
iHTerpajbHNII eIEMEHT 3MiH, AK TaKy il BBaXKalTh
mapagurMon MopepHy. lLeprpyn JleHepr crBep-
IPKYE, 1[0 TOTOYacHa MOJa IIepEeTBOPIOETHCA 3 pe-
MIPe3eHTATVBHOI Ha IEMOHCTPATUBHY, i3 4MM BCe
Oiblire OB SA3YIOTD IIPETEH3iI0 Ha aBTEHTIYHE BU-
paXEHHA CHPaBXHbOTO cebe, MOOOIIUNCh BOJ-
HOYac oMaHM. BusHayeHa TearpasbHMMU KOHIIETI-

tamu eroxa XVIII - mouarky XIX cromirrs obep-
TA€TbCA HABKOJIO IUTAHHA ILIONO PO3Pi3HEHHA
BUIUMOCTI i OyTTs Ta NMOB’A3aHUX i3 HUMM UYTTiB
Ta TiJTeCHUX 3HaKiB, O SKUX Ha/NIEXNUTh i 3HAKOBa
cucrema moau (Lehnert, 2008, S. 20).

I3 niei nepcrektuBy TBOpU I'odpmana 3sacsif-
9yIOTb, 1110 BiH OyB JOOpUM 3HaBIIEM iICTOPUYHOTO
KOCTIOMY, TPEHJiB TOTOYaCHOI MOJY, T€aTPAIbHO-
ro rapgepo6y, a Takox jJobpe po3yMiB mepeBaru
OfiATy AK MeJiyMy I BUPIillleHHA aHTPOIIOJIO-
riYHMX Ipo6JIeM, 10 BUABWIOCSA B YCBiOM/IeHH]
HVM 3B’A3KY MDXK OZIATOM i Ti/lIOM, B yTileCHeHHi
NIPEAMETIB OfATY i CIPUMITHATTI IX AK HEBiJiNnb-
HOI CKJIa[I0BO] JIIOACBKOTO 00pasy, B MOJIe/TIOBAaHH]
OJIAATHYTOTO TijIa, sIKeé COPUYMHAETDCA O YCKIaf-
HeHOi ifmeHTM4HicHOI mnpobmemaryku. OpsraH-
Hf, IIepeojAraHHsA, KOCTIOMYBaHH:A, MacCKyBaH-
HA — XapaKTepHi Ipouecu I XyLO>KHbOIO CBITy
E.T. A.Todmana.

Metoponorisa AOCTigKeHHA IPYHTYETbCA Ha
3acajax Ky/lIbTYpOJIOTiY4HO OPi€EHTOBAHOIO JiTepa-
TYPO3HABCTBA, CIPSIMOBAHOTO HA BIBYECHHS 3B sA3-
KiB MDK TeKCTaMM i KyIbTypHUMM (peHOMEeHaMU
pisHOroO THUITY, Cepef] AKX BaXK/IMBY PO/b Bifirpae
MOJIa, 3pO3yMi/lla AK OfIHA i3 BaXK/IMBUX MMUCTEIlb-
KJX TIPAaKTVK Ta (POPM CyCIIi/IbBHOTO 3HaHHS.

PesynbTaTi mOCTiIKeHHA Ta iXHE OOIPYHTY-
BaHHAI.

“ITimana mromuHa”: omAr i micrumka. Hose-
na “Ilimana JTropuua” (“Der Sandmann”, 1798)
Fopmana Hanexutp fo “HiuHux omosiganp”, 110
B JKQaHPOBOMY II/IaHi O3Ha4ya€ HAroj0C Ha Iepe-
HOCHOMY 3Ha4€HHI i 332 €CTETUKOI0 CIIOPiTHIOE L0
HOBeJTy 3 OfTHOYACHOI POOOTOIO MChbMEHHMKA HaJl
“EnikcupoM pusiBona”. Y TBOpi IOCTA€ MUTAHHS:
9) MIeTbCA TYT IPO KA3KOBY iCTOTY, “XKaxMBOTO
npuBKaa”, “OTMJHOTO JleMOHa , “37UII BOPOXKWI
OPUHINIT, CIPSMOBaHMII Ha PyJHYBaHHS, YU
37I0OBMUCHY CaiMCTChbKy mofuHy. Tox po “HivHOI
onosingi” “IlimaHol moauHN” HAIEKUTb TAKOXK
omnuc BOpaHHA TAaEMHNYOI Ta XaxmBoi girypu aj-
Bokara Konmneriyca, sskoro onosifiad HaTanaens i3
OUTHHCTBA BBa)Kac “TIIaHOIO TIOOVHOK 1 IIOB’5-
3y€ 3 HUM PalTOBY CMepTb cBOro OaTbka. Komme-
iyc “3aBXKaM 3'SAB/IABCA Y CTAPOMOIHO CKPOEHOMY
IIOIIENACTO-CIpOMY CIOPTYKOBI, TAKOMY X JKMJIETi
i MaHTa/lIOHaX, NPOTEe [0 LIbOTO BiH O[AraB YOPHI
IIAHYOXM 1 YepeBUKY i3 HEBEMUKUMM OIVICKYyINMU
OpsDKKaMu. MajneHbKa Iepyka 3ajefiBe IPUKPU-
Bajia 10To TiM 4, 6y1<ni BIICOKO CTHpYaayu HaJ Be-
NUKV/MJ 4EPBOHMMM ByXaMM, a IIMPOKa 3aKpuTa
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CiTKa M1 BOJIOCCS BifcTaBasa Bifl MOTWINIIL, TaK
o 6y10 BUAHO CpiOHY 3alllilKy, sKa CKpiIUIOBa-
Jla IIMIHY TOB’A3KY B CKIAfKy. Ycsa 7ioro dirypa
Oyrna sIKOCh 110-0COOIMBOMY OTUAHOIO i 6puaKo0”
(Hoffmann, 1985, S. 15). Ilei1 omuc 40m10Bi40r0O
BOpaHH: LiHHMIT TepefyciM fAK icTopu4HuMIii, mepe-
PaxoBylOUM IIPEeSMETI 4OJIOBIYOTO OJATY, TaKi AK
CIOPTYK, >XKWJIeTKa i maHTamoHn (3acrapine “Bein-
kleider”), a oco6mBo BxmBaHiy 18 cromirtri “Haar-
beutel” Ha mosHaueHHs Mimieuka i 30MpaHHS
JIOBTOTO HAIYAPEHOTO BOJIOCCA IepyKu, abo “ge-
faltete Halsbinde” — mmitHOI mOB’A3KM y CKIafKy
mig croprykoM. OffHaK y KOHTEKCTi eCTeTUKM “Hid-
HOI OIOBifli» B IIbOMY OINCi 30BHIIIHBOTO BUIJIA-
Iy TIEpCOHaXKa y TaKMil croci6 migkpecineHo edexT
“MOTOpOIIHOCTI 1 OrmMAn”, sIKUI BiH BMKIMKAB:
Jioro 3’sBa CTApPOMOJIHA, y IOIE/IACTO-Cipo-4op-
HUX TOHAX, BiH CKYJOB/KEHMII 1 HeoXaltHMil. 31a-
€TbCA, 10 M/IETHCA NPO IEPEOJATHEHY Ha JIIOVHY
3arpo3NUBY LEeMOHI4HY icToTy. [0 TOrO X, KOIu
Komnmerniyc pasowm i3 6arbkom HaTtanaensa “npucry-
M o po6oTn”, K CKa3aHO y HOBeJi, TOOTO 10
3aHATb MAriYHMMM €KCIIepMMEHTaMM, BOHU Ilepe-
opsramucs: “baTpKo TMXO i MOXMypoO 3HiMaB CBil
JOMaIIHil xamaT i 06oe opAranmum 4opHi poboui
Omy3u. 3BiKM BOHY 3’ABJISUIUCA, 51 HE TIOMITUB, —
crBepmkyBaB Hartanaens (Hoffmann, 1985, S. 17).
[TepeopAranHA 03HaYae TYT IEBHUI ITEpeXi] Mexi
MDK peanbHicTIO i paHTaCTUYHUM.

Yepes 30BHIlIHIN BUITIAM, a OT)KE Yepes yBary
IO OZATY, B HOBeJIi IpeficTaBeHo Takoxx OnimMitito,
Y1 TO MOJJHY KPacCyHIO UM TO JIAIbKY, B AKY 3aKOXY-
€TbCsl poMaHTHMYHUI MuTenb Haranaens. Topi sik
HapeueHa Kyiapa BiTMOB/IA€TbCA Bifj pojii MacMBHOI
PeLMIIENTKY J10TO 1MOe3il, HATOMICTh KPUTUKYE 11
i He cpuiimae, Omimmia iHcIeHye “TO3amMeXxHe
90/I0Bi4O01 aBTEHTUYHOCTI” — “Is HOCIiiKa abcTpak-
THOTO IIOK/IMKAHHA >KiHOYHOCTI” YMO>X/IMBITIOE
JIOTO MPpIliIMBiit MMUCTELBKil 0cOOUCTOCTI HEO0b-
MeXeHe po3ropTaHHs:. B ouax Hatanaena OniMmia
BifilOBizia€ ifeanoBi KiHOYOI IPUPOJHOCTI Ta po-
MaHTI4YHOI aBTeHTHYHOCTI” (Scholz, 2019, S. 153).
F'opMaH omHaK 3ManbOBYe LI0 KPACYHIO B IIepe-
JIOM/IeHH] pi3HuxX 6auenb. Tak ii 306pakeHHs 1O-
cTa€ K KoMiuiekcHe. fxmjo mia HaraHaensa BoHa
BTi/TIO€ J)KiHOYi YeCHOTY, TO A1 OI0PrepChbKOro TO-
BapJCTBA BOHA PEIIPE3EHTYE MOKA3HY JKiHOYHICTb.
Ha 6an cBoro 6arpka HInananmani OniMmia 3 aB-
JISIETBCS “OfATHEHOIO yxKe Oararo i BuimykaHo. He
MOKHa Oy/o He 3axommtucs ii IpekpacHUM 00-
a4y, ii ¢iryporo. Bona 6ya, BoueByb, HAATO

CUIbHO 3aTATHYTA, HAC/IiJKOM 4OTO i CTaB AKUIICH
OIVUBHUII BUTMH COMHM M OCMHA TOHKICTb TaJril.
B ii crarypi i pyxax Oymo 1moch posmipeHe i1 Ha-
Ipy>KeHe, 1o 6araTboM He 1of06anocs, IpoTe BCi
NIPUNNCYBA/IN 1ie 3HiIAKOBIHHIO, IKE BOHA Bi4yBa-
na B roBapuctsi” (Hoffmann, 1985, S. 38). V cBo-
it mpani “Emine a6o npo BuxoBanusa” JKan-JKax
Pycco ommcye mo mony meradoporo: “Ile He mo-
BYa/IbHO, 6a4nTH XIiHKY, AKa, Haue 0ca, po3lIMa-
ToBaHa Ha f1Bi yacTunn. Lle obpaxae 3ip i Bpaxkae
¢danTasio” (Rousseau, 1989, 397). bo Te, mo “me-
PEIIKO/KAE MPUPOAI i TanbMye ii, € CBiTUeHHAM
IIOTAaHOTO CMAaKy», — Y3arajabHIOE (PPaHIy3bKUI
mucnurens (Rousseau, 1989, 396). MopgHa mosiBa
Onimmii, 3a [eprpyy JleHept, Harajgye “Mucrerb-
Ke i IITy4He KOHCTPYIOBAaHHA MOJJHOTO JAaMCbKOTO
opsry apyroi nonosunu XVIII cronitra” (Lehnert,
2008, S. 24), sAxe 3 OIOprepcbKOI MepCHEeKTUBY IPU-
rHiuye npupony (Scholz, 2019, S. 153). Y npomy
ceHci “anTponomop¢Huit apredakr’, Ax Omnimiiio
Ha3UBA€ y cBOeMY pociimkenHi fHa [lospw, yTi-
JII0€ HETaTMBHO KOHOTOBaHY >KiHOYHICTb, a CaMe
IHCIIEHYBaHHA CTaTTi, AKa BUABJAE CBOIO INTYY-
HicTb. Came TOMy ToBapum Hartanaena 3urmynp
cripuiiMae “3akAKny i Hepyxomy OjmiMmioo” 30B-
cim no-inmomy. O6ypeHo BiH 3anutye Haranaens,
AK JIOMy BIAIOCS 3aKOXaTHCA Y “BOCKOBe 00/IY-
45y, “IepeB’sAHY JSUIbKY . SUIMYHJ| HaTAKa€e TyT Ha
IrpaIIKOBi JIANbKY i MAaHEKeHY, YaCTUHU Tila AKX
y 18 croniTTi BUroTOBNIANMM i3 BOCKY. Bifmosigno,
HadapOOBaHi >KiHKY CIIpUIIMacsA B OI0prepcbKo-
MY CepelJOBMIIi AK MAaCKM, @ TOMY SIK HeaBTeHTUY-
Hi. Ik MopgHWMIT MaHekeH Omimmia BuABIA€e “OyTTA i
3pob6reHicTb B ogHoMy 06pasi” (Leprpyn J/lenepr),
BOHA BTI/IIOE ifleast, Ha AKuit HaTanaenb npoexTye
CBill 06pa3 MuUTIA, JAIbKA i1 il MOJHe BOpaHHSA €
“TOYHUM BiflOOpa’KeHHAM 3MiHEHOTO CMakKy , 60
“AK Ha KapTHHI i3 300pa)kKeHHAM OTO/IEHOTO Tia
IaBHIX 4YaciB, 1I Tilo copMoBaHe 3TiTHO 3 OJATOM,
a He ofisAT mpumacoBanmit fo ii tina” (Lehnert, 2013,
S. 50). Taxk 3a oromororo MogHoro oxAry l'odpman
crBoproe “bikTuBHe TimO”, IpoBagUTH 0be3Timec-
HEHHSA NPUPOJHOro Tina. ToMy KpuTnka 3urmyH-
fla Bi[MyTHO CIIpsAMOBaHa Ha BUAMMY IITY4HiCTb
Omnimmii, ogHaK 3aMMIIAETbCA BipUTUM, YU BiH
Kenkye 3 mo6osi Haranaens go Omimmii Ak xiH-
KU, 4/ HAaCMIXAa€ThCA 3 JIOr0 MOYYTTIiB 0 aHTPO-
noMmop¢Horo apredakry. TekcT 3ammirae Hemo-
MOBJIEHHA, YM MJEThCA TYT IPO 3acTapilly MULIHY
IITYYHICTh JaMCbKOI MOJY, UM Y TaKMil CIIoci6 Ha-
TOMICTb OIPMABHIOETHCS IITYYHE TiNO, TOOTO, YN
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O3HaYa€e BUpa3 “BOCKOBe 00/MMYYsA~ MacCKONOZIOHY
JKIHOYHICTD, 4/ BOHO HATAKA€E HA JIAIbKY. AK mo-
acHioe fna llonpu, OniMmia y cBoili macuBHOCTI
€ ilea/IbHOI0 penpe3eHTaHTKO OIPrepchbKol Xi-
HOYHOCTI i HaBIIaKy CBOIM MOHIM 30BHIIIIHIM BI-
I7I1710M BOHA PeIpe3eHTye XiHouy Ty4YHicThb. Tak
BOHA KOJIMBAETbCA NMOMDK ITO3UTUBHO KOHOTOBA-
HOIO IPMPOJHICTIO, IKa IPUXOBYE ii 3po6/IeHicTs, i
HeTraTYBHO KOHOTOBAHOIO LITYYHICTIO, sIKa IEMOH-
cTpye ii 3pobnenicTb. HaTtypanisytoun i BogHOYaC
YHEIIPUPOIHIOKYN JKiHOYHICTD, BOHA JEMOHCTPYE
CKOHCTPYJOBaHICTb cTaTi. MOmHMIT BUITIAL, CKYIIa
MOBa Ti/a i KiJIbKa IPOMOBJIEHNX HEIO CJIiB BUAB-
JIAIOTH y IIbOMY ITapaflOKCa/IbHOMY CTaTEBOMY JIVIC-
Kypci reHjiepHi o3Haku Oe3craTeBoro apredaxry.
B emoxy, ska ¢ikcye craTeBo-crienydiuHi 3pasku
noseninky, [opman y “Tlimanin mopnai” migkpec-
JII0€ MITYYHICTD IO3iPHO MPUPOJHO HAHOIL XKiHOY-
Hocri (Scholz, 2019, S. 155).

KoHnnenTyanbHO NUCbMEHHMK Y HOBENMi CTBO-
PIO€ MOTUBHE KOJIO, CKJIO, BOTOHb i MiCOK, fKi, AK
BBXAIOTb JIOCHTHUKY, O3HAYAIOTb AK IIOETUY-
Hy (paHTasiio, Tak i BifMe>xoByBaHHA IoeTa. Tino
IIepeTBOPIOETbCSL Ha iMariHoBaHy maboparopiio,
apTeakTy OKMBAKOTh, a JIIOAM CTAIOTh apTedax-
tamn (Ti, ynsa “XomofHa Bava’ He MPUATHA [0
eCTeTUYHOTrO CIIOI/IAfaHHA). [Ipore mpomayKTuB-
HO-JIECTPYKTMBHO KOHIIenTyanizoBaHi 'opmanom
¢danTasii cTaloTh B KiHI[€BOMY pe3y/lbTaTi HiuMM
iHmuM, AK sonomw. llimana mopuHA, y IMOIeENAc-
HO-CIpOMY CIOPTYKOBi, i3 4Y€pBOHMMM ByXaMmu i
JOPHUMM ITAHYOXaMU Ta Ty(samu, nepconidikye
TaKy CWIy ysABU, fIKa PYyVHYE Te, IO IiKOPIOE.
JIambKa 3 lepeBa TaK caMO 3arpOo)Ke€Ha BOTHEM, fAK
i TEKCTOBUIT MefiyM, BUTOTOBJIEHNI] i3 TTarepy, Ha
AKVI BOHA aBTOpedIeKCcUBHO Bkasdye. Tox cyTTe-
BY POJIb Y HOBeJI BiflirpaloTh 3B’SI3KM MDK OKpe-
MMMU YacTMHAMM, fAKi TBOPATb €[HicTb. HaBiTh
Tizla, CKOHCTPYJOBaHi 3 OKPEMUX YaCTHUH, AK OT 4Ya-
cruHy Tina Konmeniyca moxopsrs i3 pisHux coep,
TBApMHHOIO, POCIMHHOTO i 3eM/IIHOTO CBITY, IIpU
YOMY JOMIHYIOTb KOJbOPM, IIOB’SI3aHi i3 BOrHeM
Ta 3o07010. Kommerniyc mocrae AK KOHCTPYKT, TaKk
camo, AK i Onimmis, AKy MOXKHa BU3HAYUTH Yepes3
ii ri6pupHicTe. LlikaBo, mo 'opman y Takmit cro-
ci6, mpauoouy i3 pparMeHTaMy, CTBOPIOE “KUBY
¢ikniro”. HataHaenb crmocrepirae 3a Mano pyxo-
MuM Timom OjtiMItii 3a JOIIOMOIOI0 MiJJ30PHOI TPY-
6u, npunbanoi y Konmony, i 3aBpsakn cBoiit ¢dan-
tasii oxxmBmoe itoro. “Came cTaTMKa LITYYHOTO
Tilla crpudAe akTy aHimanil. KoHTeMmiATUBHE iH-

CIIEHyBaHHA 3aK/IAK/IOIL i Hepyxomoi Omimmil, AKa
31e61IbIIIOr0 HEMTOPYIIIHO CUANUTD 32 CTOJIOM, CXO-
IIJII0€ TIPOJYKTUBHUI IOTJIAL i CTUMYIIOE iMarina-
nito. TuM caMuMm ifeTbcs Mpo 4yTTEBMUIL JOCBIN, B
AKOMY apTedakT HPOOYIKYETbCA O XUTTA. Un,
Ka)Ky4M iHaK1ie, aHTporoMopHmit apredakT pos-
BUBA€ [Iil0 B iMariHamillHO-€CTETUYHOMY CIIPUII-
HarTi mutisa” (Scholz, 2019, S. 167), — 3ayBaxye
Sna Ilonby. Ha dantasito Haranaens mopionum
YMHOM IPOAYKTMBHO BIUIMBAE i Iill[aHa JIIOAMHA.
Bona € HacTibKM BRalMuMM NMOPOKEHHAM (aHTa-
3il MUTLA, 1[0 Ii CKOHCTPYIMOBAHICTD 3a/IUMIIAETHCSA
HeroMiTHOW0. “Dirypa milaHoi TOAMHN CUMBOJIi-
3ye abCOMIOTHE 3aHYPEHH:A B eCTeTUYHUI, (aHTa-
3iJiHMII KOCBif AilicHOCTi. BOHA € TpaHCiKOHIYHUM
Xy[JO>KHIM BUTBOPOM, AKIII O)KMBAE 3aBIAKU II€p-
¢dopmarrBHOMY akTy. CaTpnyHO 300pakeHa I10-
paska HataHaens oO6rpyHTOBaHa HeZOOLiHEHHIM
ifea/bHOTO POMAHTMYHOTO TBOPY MUCTELTBA
(Scholz, 2019, S. 169). TekcT K «HiYHA OIOBigb»
IIPaL}O€ 3 Bi3ya/IbHUM CKE€POBYBAHHAM yBaru, IO
BiH BOJJHOYAC OCMUC/IIOE, CTUMYJIIOIYM i CKEPOBY-
o4y yaBy unrada. Omicy ofAry B LIbOMY 3B 3Ky
CAIYTYIOTh BJAIUM 3acO00M IIepPEKIIOYeHHS MiX
peabHMM 1 (aHTACTMYHMM, BOHMU BifirparTb
BOX/IMBY po/ib B onTuuHii mporpami 'opmana,
IpUBEPTAIOUY 10 cebe yBary, CTUMY/IIOIOTb IIPOLieC
CIOPUIHATTA, OKPeMi €/IeMeHTU 11 O3HAKU OJATY
birypyoTh K CeMaHTUYHO-KOHCTUTYILIiiHI y ITe-
TVBI 3B’A3KiB TEKCTY.

“Manrok ITaxec, Ha mpisBucbko IlmHOGEp”:
oaAr i meperBopeHHA. Y “Manokosi Ilaxecosi,
Ha npisBucbko Lnno6ep” (“Klein Zaches genannt
Zinnober”, 1819) I'opman Texx Garato mparifioe 3
OJAATOM AK (QYHKI[iOHA/IbHIM elleMeHTOM. TyT ofAar
3aJIy4€HO [I0 Pi3HOTO POAY IEPETBOPEHb i MeTa-
Mopd03, 1110 € Hi/ICTAaBOIO I/I1 OCMUCI/ICHHS CIIeIy-
¢biku cripuitHATTA. 3ac000M IIepeTBOPEHb CIIYTYE
Maris, sKa 6e3IocepesHbO i€ TaKOX y cdepi opsAry
Ta MOIHMX TeHfieHNiil. Tox Halinepiie cami maru i
(el mocnyroByroTbcsa BOpaHHAM JiIA iHCI|eHYBaHb,
AKi ZeMOHCTPYIOTb 6apBUCTICTb i rpaliuBicTh daH-
TacTU4uHOro. Tak, nepen Ilpocnepom Anbranycom
nanHa ¢oH Poxa ['oxa mocrama “B nerkim, 6imim
yOpaHHi, 3 MepeXT/IMBUMI, IIPO30PVUMIU KPYIbMU
3a CIMHOIO, 3 OiIMMM J1 YepBOHUMY TPOSTHAMM B
kocax~ (T'o¢man, 2012, c. 150). Maris Buirykaso-
r0 Ta MOJHOTO OJATY Mo€enHye chepy paHTacTId-
HOTO 3 peajbHicTIO, IpoHM3ytoun ii. ['opman 1,
BOYEBH/b, HOOpe YCBIOMIIOBAB, BUKOPVCTABIIN
TOTOYACHI MOJHI aTpuOyTH 1 TeHAEHIl ofAry [s
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iHCIIeHyBaHHA 1TII030pHOCTI cIpuiHATTA. llepeo-
JATaHHA, AKI HACKPi3HO IPAKTUKYIOTbCA y TEKCTi,
HA/IAl0Th JIOMY PMC Te€aTPaJbHOCTI, MiATPUMYI0YN
iflero Ipy 3 ONTUYHMUM CIPUMHATTAM 1 Bi3yanbHi-
CTIO, @ TAKOXK CUTYaTUBHY KOMI4HICTb.

Y 3B’s3Ky i3 wapiBHUM gapom llaxeca BrmmBatu
Ha Te, fK JIOTO CIPUIIMAE OTOYEHHs, HOBeJIA II0-
MITHO INpALIOE 3 Bisyajisalli€lo CBOTO IIEPCOHAIY.
Hanpukiag, mif yac nopopoxxi BueHnit Iltonome-
yc ®inapenpdyc Bigkpubae s cebe “IUBOBIKHE
BOpanHs» (“seltsame Kleidung”) “aynmepHanbkoro
Hapony~ (“Leute von solch wunderlichem Wesen”):
“ri mI0AY, SIKVX 51 MaB III/TKOBITE IIPABO BBAXKATH 3a
MeIIKaHIIiB MiCTa, 110 3 i10T0 OpaMy BOHM BUXOU-
JIV, HOCU/IN [OBTi, IIMPOYEHHI IITaHM, IOINUTI Ha
AMOHCHKUI J1afl, i3 KOIUTOBHOI MaTepil, OKCAMUTY,
MaH4eCTepPy, TOHKOTO CyKHa 4M HaBiTb i IPOCTO 3
6apBUCTOrO IIOJIOTHA, TYCTO 037100/IeH] pisHOMa-
HITHUMM Taj;lyHaM¥, CTpiYKaMU il IIHYPKaMMu, Jaji
KOPOTKi [ANMTAYI KaITaHYMKM, IO JIefBe IMPUKPU-
BaJIV JKUBIT, 31€01bIIOTO SCHNUX KONbOPIB, i /yie
mexto 6yB y yopHoMy. CKyJlOB/KeHe i HedecaHe
BOJIOCCA CIIAJja/Io B HUX @)X Ha IIedi 11 Ha CIIMHY, a
Ha rojI0BaX BOHM Ma/ly HEeBE/NIMKi YyJepHalbKi 1Ia-
nouky” (Fodwman, 2012, c. 109). V mpumitkax 1o
TEeKCTY BKas3aHo, o ['opmaH omcye TyT nommpe-
HUI B PaHHIN pecTaBpaliliHNii lepiof “IaBHbOH]-
MenbKMit” CTY[EHTCbKIII HAlliOHAJIbHUI KOCTIOM,
AKUI HOCUIM HAILIiOHA/IbHO-CBiIOMi CTYleHTH Ji
AKUI CITY’K/B 3HAaKOM HAILliOHA/IbHUX II€PEKOHAHb
(Hoffmann, 1985, S. 1090). bapsucre B6paHH: i3
0e3miy4yi0 03[j00/TI0BAIBHNX €/IEMEeHTIB CIpuiiMa-
€TbCA SIK “[IUBOBIDKHE 1 “YylepHaIbKe , a JI0To
Hocii Ak HeOesmeuni. ToMy omoBifad kemkye i3
“B4eHOro0”, AKMIl He YyB PO CTYAEHTIB i cipuitMae
ix 3a “gymepnanpknit Hapox . Cepef; CTyIeHTiB BU-
Tils€eTbcs MOMOAWIL 40NMO0BIK basbrasap, ofAr sAKo-
TO TeX peTenbHo omucanuii: “Voro cropryxk is gop-
HOTO CYKHa, 00/IIMOBAaHOTO OKCAMUTOM, TTOIIUTHIA
MalDKe Ha JaBHbOHIMELbKUII 3pa3oK; NO CIOPTYKa
Oy>Ke MUYUTh BULIYKaHUIL, 611, K CHIr, Mepe-
JKUBHMIT KOMipelp, a TAKO>)K OKCaMUTOBUI Oeper,
1[0 TIOKPYBA€E FAPHOTO TEMHO-KAIITAHOBOTO 4y0a.
A nmu4uThb oMy 1ieil ofiAT Yepes Te, 1O BiH ycim
CBOIM ceplLieM i 30BHIIIHIM BUTTIANOM, — X001, I10-
CTaBOIO i TOBYXHUM OO/IMYYAM — Haye CIIpaB/ii Ha-
JIeXXUTD 10 M06ux crapoxnutHix 4yaciB” (F'odman,
2012, c. 111). F'odpman BXKUBA€E TYT HOHATTA «mit
gerissenem Samt», [0 O3Ha4Yae OCOOMMBO KOII-
TOBHMII BUJ] OKCAMMTY, Ha3BaHMII TaK 3a CIIOCOO0M
imoro Burortosne”Hs (Hoffmann, 1985, S. 1090).

Tak rapMoHITHO CXapaKTepu30BaHUII POMAaHTNY-
HMit MUTelb banbrasap, AKuii i 30BHINIHDBO BifIIO-
Bifla€ ifeanoBi pOMaHTUYHOTO Te€pOs, 110 FOLATKO-
BO HiJIKPECTIOEThCS 1IOTO BiIOBiHICTIO “TTI0OMM
CTapoXXUTHIM 4acam”. OIHaK 3rofjOM 3aKOXaHUI
y Kanpiny banbrasap, nparayun 3go6yTu ii ysary,
gyermyputbcs: “banbrasap MaB Ha cobi 3ybuacTuin
KoMipellb i3 HaITOHIIOTO OPIOCCETbCHKOTO Mepe-
JKIBa, KOPOTKY, 3 PO3BIJHUMI pyKaBaMI KYPTKy
3 pyb4acToro okcaMmty, ppaHIy3bKi 40OiTKM Ha
BUCOKMX TOCTPUX 3aKabIyKax i3 cpiOHMMU KUTHY-
KaMH, aHIJIIJICbKOTO Kalle/lloXa 3 HallTOHILIOTO Kac-
TOPY i ZaHCBKi PyKaBUYKM; OTXKe, OyB 30/ ATHEHNUI
I[I/IKOM I10-HiMeLIbKOMY, i BOpaHHS Jy’>Ke JIMYNIIO
jioMy, TUM Oifblile, 1[0 BiH rapHO HAKPYTUB 4yba
i1 jobpe mpudecaB maneHbki Bycuku  (I'odmas,
2012, c. 121-122). 3 rymopom 'opman xapakrepu-
3y€ MOIHMII KOCTIOM, KU MiCTUTb 6p10cce)1bc1>1<e
MepeXx1BO, ppaHIly3bKi 4000TH, aHIIIICBKUI Ka-
IeJTIOX i JAHCHKi pYKaBUYKM AK TUIIOBO “HiMeIlbKe
BOpanHs~. Take mepeofsraHHs 3a MOJHMM TpPEH-
JIOM CYTTEBO HaOMMKae POMAHTUYHOTO TIepos
BanpTasapa fo tumy 6rooprepa, a caM HacKpi3HMIT
XY/IOXKHill TIPMHINI KOHCTPYIOBaHHA (irypn ve-
P€e3 OfIAT CIIOPIHIOE YBECh IIEPCOHATI HOBEIM.

I3 MOOHOI IepcleKTMBU CXapaKTepu3oBaHa i
meio nerkoBakHa Kanpina, sika “mysxe TicHO 1mIHy-
pyBamach, OBro pafiila 3 HOBOTO KaIleJIIoIIKa Ta
3abarato ima ricredok i3 waem” (Fodman, 2012,
c. 120). MopgHuit TpeHp “IIHYpYBaHHSA Bifcuiiae
no Omimmii i3 “Ilimanoi moguun”. Take 3ocepe-
IPKEHHsA YBarM Ha 30BHIIIHbOMY BUITIAJI 3aKO-
XaHUX 1 Ha C/TiyBaHHI MOJHUM TPEHAM CyTTEBO
3HIDKYE TPAflyC POMAaHTUKY, HarO/JIOLIYI04YY OfHAK
IIpY [JbOMY Ha Marii MOJTHOTO OJATY, AKa CUHTE3Ye
Ka3KOBYy aTMOCdepy 3 pea/bHICTIO.

Hesumnaznxkoso i 3agaposaHoro Ilaxeca mokasa-
HO 4epe3 JIOro IPUIMACOBAHUII O HOBUX BJIACTU-
BOCTeil 30BHiHIN BuriAa. OgHaK TyT cHocre-
piraerbcs onTMYHe 3MileHHA: Halmnepure [laxec
norpavisie Ha oui bamprasapy i ®abiany, Axi pe-
aryloTb Ha JIOTO 3’IBy CKENTUYHO, 1[0 BUPAKEHO
Yyepe3 HU3KY 3allMTaHb: U IMYUTH TAKOMY Top-
6aHeBi 3 Mi3MHYMK 3aBOIIBIIKM CUITY Ha KOHI,
yepes MINIO AKOTO BiH i He BusupHe? YoMy BiH yrmi3
y Taki Benmm4esHi 60ordoptn? Yoro HaTATHYB Taky
BY3€CEHbKY KYPTKY 3 0€3/iY4i0 KUTUYOK, ITHYPKiB
Ta iHIIMX UANBbOK? Yy IMunTh 1IOMy HOCUTU TOM
gyygepHaubkuii okcamurosmit 6eper?” (I'odmas,
2012, c. 116). LlikaBuM TyT € BXXMBaHHS C/IOBa
“Kurtka”, sike B IpuMITKax 0 TEKCTy OKpec/eHe
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AK “BepXHA YacTVHA BiliCBKOBOTO OJATY i3 KOPOT-
KMMM TI0JIaMU, AKy HOCUIM NepenyciM y CximHiii
€sponi” (Hoffmann, 1095, S. 1090). O6uxsa 4do-
JIOBIKM IIOMIYaOTh HEJONMaJHICTh 3O0BHIITHHOTO
BurnAny llaxeca, AKa € HaC/IigKOM HEBiNNOBiTHO-
CTi Tia XKapaukKa i BUIIYKAHOTO KOCTIOMY, Maris
OJATYy TYT He Ipantoe. [laxec fna HMUX IOCTae K
“gynepHaubkuit Mamok~ (“der kleine wunderliche
Knips”), Bigcumarouym [0 CIPUIHATTS CTYHEHTIB
[Tronomeycom ®Pinamenppycom sK “dymepHaIb-
Koro Hapopy . Hapmasni npusineitoBane cTaHOBUILE
[Jaxeca MigKpillJIIOETbCA JI0TO KOCTIOMOM, JO KOH-
CTPYIOBAaHHS AKOTO HaBiTh 3a/Iy4al0Th CIIPUTHOIO
TeaTPa/IbHOTO KPaBLIA.

OpAar crae TakoX €/1eMEeHTOM MAariuHoi rpu 3
¢yHKIiero po3Barm Ta cMixy. [JoOpopiiiamit mMar
ITpocniep Anpranyc, micns roro Ax Pabian HacMi-
JIMBCS HAa3BaTU JOTO IIAXPAEM, BUMHUB JKapT i3
jioro cropTykoM. “— Sl He posymilo, — cka3aB baib-
Tasap, ifyun foporoto nosag PabdiaHa, — 30BciM He
po3yMito, 6pare, 110 Iie CbOTOAHI Ha TOOI 3a VIBHUIA
CIOPTYK, 3 TAKMMU CTPAIIEHHO JJOBIMIMU I10/IaMU 11
KopoTeHbKuMU pykaBamu. PabiaH I1sHYB Ha cebe
i BpaskeHO 11006avyuB, 1J0 10r0 KOPOTEHbKUII CIOP-
TYK 33a/ly TIOJOBILIAB JIO CAMOi 3€MJIi, 3aTe€ PyKaBU
MiJCKOYMIN XK JO JiKTiB. — CTO Kill 4OpTiB, 1110 XX
Ile Take? — BUTYKHYB BiH i II04aB HaTATYBaTHU Ta 00-
cMuKyBatu pykasu. Crepury 6yso 1ie CsK-Tak, ane
TIIBKY-HO BOHY II€peNLUIN MiCbKY Opamy, pyKaBi,
XO0Y fK BiH IX 06CMUKYBaB Ta HaTATYBaB, iJCKOYN-
JIM 3HOBY @ 0 caMMX Iuteveit, oronusiy ®abia-
HOBI PyK1, a 33a/ly BOJIOUMBCA IUIeVIP, 1[0 YMMpa3
MOBILIAB. Y Ci 3yCTpiYHi 3yNMHAMNICA 11 MaJIO He JI0-
HaM 3 PEroTy, a JAiTaaxy LiMuMu opMaMu Oiram
3a HUM, PaJliCHO Tajacyl4y, IIy3yBaau 3 JOBIOI
psicu, cMyKay i pann 1i 3 ycix 60kiB. A xomu Pa-
6iaH HaBa)XVBCsS 3HOB OIVIAHYTUCH, TO MOOAYMB,
mo 1mteiid He TiIIBKM He BKOPOTMBCHA, a CTaB Ie
popimit. Jlroqy Ha Bynuui peroranmy i Kpudaan
BCe Iy>Kde, aX moku Pabian, Mano He 3005KeBOJIIB-
1M, He BCKOYMB Y AKUICH AiM. Tiei >k MuTi 3HMK i
mterid” (Fodman, 2012, c. 142-143). Ha Bigminy
Big [Jaxeca, IKOTO IIOIIPY JIOTO IPUPOJHE KATIL[TBO
i Hefo/MaHICTD KOCTIOMY 4apy poOIATDH I/ OTO-
YeHHs HalIpUBaOIUBIIINM, MaTiuHi [TepeTBOPeH-
HA clopTyka PabiaHa HaBIIAKY CIIPUYMHAIOTHCA JIO
BPa3/IMBOCTI J10TO BIACHMKA, IT03aAK TOJ IIepecTae
BillIOBiZlaT HOpPMaM COLiaJIbHOTO CEpelOBUIIA.
Yepes HeBIAMOBIOHICTD KOCTIOMY Ha HHOTO HaBa-
JIOIOTHCS IPOOTIEMY, @)X 10 3aTPO3U BUK/TIOYEHHS
3 yHiBepcurery. Illo6 samaroguty npobnemy, Pa-

6iaH ckynoBye 6e3niu ¢pakiB, CIOPTYKiB, KypTOK
HalIpi3HOMaHITHIIINX KO/MbopiB. “Bcio 1o opix s
3aMOBMB Y HaJCIaBETHIIINX KpPaBIiB, CIIOJiBaIO-
YJCh, IO HApelITi Mo36yaycs IPOKIATOrO JINXa,
sIKe TSOKUTD Hal MOIM yOpaHH:M, ane fie Tam! [lo-
CUTDb MEHi OATHYTU CIOPTYK, 1O JIEKUTh Ha MeHi
AK YIUTHIA, i 9epe3 KibKa XBIUJIMH IUBJUCh — PyKa-
BU IIICKaKyIOTh )X [0 IUIeYell, a IOJN, AK XBICT,
TATHYTbCA 3a MHOIO JIIKTiB Ha 1IicTh. Sl B posmayi
3aMOBUB c00i 01110 KOPTY 3 JOBIUMM, SIK CBIT, py-
KaBaMy, Hade B 67asHA. Hy, fymas, 36ixaTbes py-
KaBlY, PO3TATHYTbCA IONMN, i Bce Oyme sAk cmig. Ta
3a KiJIbKa XBU/IMH i 3 HEIO CTaJI0CA Te CcaMiCiHbKe,
o i 3 cropTykamu! Besa maricTepHicTb, yci sycns
HaJJOCKOHA/IIMX KpaBliB He MOIJIM Hi4Oro BJi-
AN 3 npoknaTumMuy 4apamu! Illo 3 meHe rmysyrorh,
CMIIOTbCS, Kyan 6 5 TinbKy He Iimos, T06i, MabyTb,
3posymino” (F'odpman, 2012, c. 161). [TopiBHAHHSA i3
6ma3HeM Bifcunae o nepuioro cnpuitHATTS Pabi-
aHoM i bayprasapowm [laxeca.

Ha saBepiieHHs nofaHo onuc HapedeHoi KaH-
migu, mo AKoi 3HOBY foKIama pyKy ¢esa Poxa-
6enbBepae (yTBepKyeTbcs 3B A30K Kanpimm i3
ITaxecom). “T'eTb yci guByBamucs 3 HaJ3BUYATHOI
Kpacu HapedeHoi, 3 4apiBHOI 3Babu, 1110 IPOMeHi-
na Bif il BOpaHHs, Bif yciel 1i moctati. To crpaspi
ii orouyBamm yapuy, 60 cama desa Poxxabembseppe,
3a0yBIIy CBilt THIB, TpKOY/Ia Ha BeCUIA AK MAaTpoO-
Heca Poxxa-I'o>ka; BoHa >k Taku i BOpana ii, Ta 1ie i
MPUKPACUIA HAIKPALMU TPOSAHAAMMA. A BCIM Xe
nobpe BioMo, 1110 BOpaHH:A Ay>Ke TNIUTIME, KON
fo Hboro pmokmazse pyk ¢esa. Kpim toro, Poxa-
GenbBeppe MojapyBasa M HapedeHiil gyyiecHe
MariyHe HaMICTO, i BIIKO/IM BOHA J1Oro Hafila, TO
B)Xe HIKO/IM He ipaTyBasacs yepes ApiOHNII: yepes
IIOTAHO 3aB A3aHMII OAHT, HEBJJATY 3a4iCKY, VLMY
Ha OimmsHi Towo. I1a BracTUBicTD, 110 OXOAMIA
BiJj HAMUCTa, J0JaBaIa BCbOMY I 06/1M44I0 Beceyo-
cri it mpunagy” (Fodman, 2012, c. 179). Tak yBu-
PAsHIOETbCA Bece/NO-ipOHIYHA TIpa TEKCTWIbHUX
3’43KiB, SIKi CIUTITAIOTHCA y IeBHUIT Bi3€pyHOK TeK-
CTOBOTO IJIETUBA.

“IIpnnneca bpam6ina”: omar i mackapap. Bo-
4eBN/Ib, HEBUIIAJKOBO IepeamoBa jjo “IlpuHiiecn
Bpam6inn” (“Prinzessin Brambilla. Ein Capriccio
nach Jakob Callot”, 1820) po3mounHaEeTbCs peak-
niero ['opmana Ha penennito “Manioka Ifaxeca”™
“Kaska Mantwxk ILJaxec na npissucvko L[unobep
He MicTUTb Hi4oro Oinmblle, aHDK BiIbHY JIeTKy
po3pobky >xapriBmusoi imei” (Hoffmann, 1985,
S. 769). llle nocnigoBHine i MaricTepHile 110 iffero
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nycbMeHHMK Brimoe y “IIpunueci bpam6ini”, nen-
Tpa/JIbHy POJIb B AKill BiflirparOTh NEepeTBOPEHHS,
nepeopAraHHA i rpa. Came BOHM CIYTYIOTb TOJIOB-
HUM 3aCO00M MOCSTHEHHS ieHTMYHOCTI Iepco-
HaXiB. Y Takmil croci6 yepes 4yceIbHi KOCTIOMY-
BaHHA [o¢pman y “Ilpunneci bpam6ini” mocrymoe
OCHOBOIIOJIO)KHY HEOJTHO3HAYHICTD JIFOfICBKOI CyT-
HOCTI, fIKa IpMHAVIMHI B MUCTEI[TBi I0CATA€ 3Bi/Ib-
HIOBA/IbHOTO CUHTESY.

Y Kanpuvuo Bce 00epTaeThCs HABKOJIO 3aIlTyTa-
HIX IIOIIYKiB JBOMa MOJIOBVIMU JTIOAbMHU [>KMIbO
i [IxaunHTOIO CaMMX cebe i B3aEMHOTO BU3HAHHSA
CBOIX imeHTMYHOCTeN. Micnem fiii cayrye Pum mip
vac KapHaBany. O6uasi ¢irypu nepexuBamThb Me-
TaMopdo3M, TOKU NPUXOAATb IO YCBiJOMIEHH,
1110 CTBOPEHi OffHe J/1s1 OJHOTrO0. Y II0YaTKOBIl clie-
Hi Kanpuy4uo DKmibo i [I)KaumHTa IpefcTaBieHi
y NOBCAKJEHHIN cuTyanii. [[>KaunHTa MIMEe 9yLoBe
icTlaHCbKe IUIATTSA, AKe BUNAETHCA IPU3HAYEHUM
/I AKOICh IpuHLecu. Mpioodn, BOHa IpuMipse
IIATTS, AKe 11 Ay>Ke TUYUTD, 10 BKa3ye Ha ii 1Mo-
ABiiiHYy ponb: npuHLecu bpamb6inmu i 6igHOi Mo-
puctku. lle mepie mepeofsAraHHsA B Kalpu4ydo,
AK€ BBOJUTD JIENTMOTUB KapHaBajly, METOI AKO-
TO € He TiIIbKM CBATKYBaHHA 1 paficTh, aje 1 rpa
3 imeHTHYHOCTAMU. '0pMaH [leTalIbHO 3Ma/IbOBYE
PO3KilllHE IIATTA, CTBOPIOIOYM IIOCh Ha 3Pa3okK
TEKCTWIbHOTO ekdpasucy: “— Ta mo Bu take kaxe-
Te, CTapeHbKa» — BUTYKHyNa J[kaunHTa. — 11J06 A
3HOBY 3 ABIWJIACA B IIbOMY CTapoMy maxmirTi? — Hi!
Kpacuse icnancpke mrarrs, ke obnsArae irypy i
crajjae 6araTMMy IMIIHUMY CKIafIKaMy, IMINpPO-
Ki pykaBu 3 pospizamy, depes ski Qanaye dygose
MEpeXMBO — KaIleJIOMIOK i3 Mip’AM, fIKe 3yXBajo
PO3BIBAETBHCA, IMOSC, HAMUCTO 3 ONUCKY4IMX Jia-
MaHTiB — och fAK JI>kaumHTa XOTina 6 3’ sIBUTHCS
Ha Kopco i mocratu nepen mamanom Pycmoni!”
(Hoffmann, 1985, S. 771). Tox npumipsiHe miatTs
CIIPUYMHAETHCA JO YapiBHOTO epeKTy — TMMYACo-
BOTO IIepeTBOPEHH: Ha IpuHIecy. “Komm BoHa Ha-
KIMHYy/Ia Ha IiBYMHY PO3KilllHE I/IATTH, 3[jaBaloCcs,
110 11 loroMaraay HeBUAUMI Iyxn. Y ce IacyBaio,
KO>KHa 3acTibka Oyra Ha Micli, KOXKHa CKIaka
BK/IflajIacsl caMa co000, He MOXKHa Oy/Io IOBi-
PUTH, IO IUIATTA WIVUIA I KOIOCh iHIIOTO, a He
mna [xaunntn. — OX, yci CBATI, TyKHy/1a CTapeHb-
Ka, Ko/ [>KauMHTa [IOCTana mepej Helo B IIbOMY
4yZOBOMY BOpaHHi, OX, YCi CBATI, T CIIpaBJi BXXe
30BciM He Mos [IxaunnTa. O1i... O, Axi Bu gypo-
Bi, Mos1 Munoctusa npunieco!” (Hoffmann, 1985,
S. 774). YV Takomy BurnAni [>kaunHTy 6aunth 3a-

KOXaHMi1 y Hei akrop [xmnpo ®aBa, AKoMy Bif-
6upae MoBy. Xoua J[>kauMHTa HAIIOJIATAE HA TOMY,
mo6 BiH crpuiiMaB ii TOlo, KMM BOHa €, [[>KUIbo
1oB’sA3ye€ 11 3 ifeampHUM 00pa3oM, AKMiT 0O6AYNB
yBi cHi. OCKiIbKM 30BHILIHICTD i OFAT IIepCOHaXIB
BifjirpafoTh TYT BU3HAYa/IbHY POJb, TO i I>Xnnbo
JIeTalbHO IIPeICTAaBIeHNUII Yyepes CBill KocTioM: Y
HBOTO Jy>Ke Kpacypa, 0/1aropojHa 30BHILHICTb.
Tinbky 710ro KOCTIOM MOXXe 3[aTHUCS AUBHUM, 60
OKPEMO KO>XHa pid B HbOMY 3a KOJIbOPOM i KpOEM
6esyioraHHa, ajie B I[i/IOMy BOHU He IIACYIOTb OfIHA
[0 OIHOI, ONIPUABHIOIOYM HATOMICTb Pi3Ky IPY KO-
nbopiB. JIo TOro X, MONpu Te, IO OAAT YUCTUI, Y
HbOMY ITOMiTHa OiffHiCTB: KOMip 3 Mepe>xeBa BU-
Jla€, 110 Ha JIOTO 3MiHY € 1ie TiIIbKM OAVH, a Iip s,
AKUM (HAaHTACTUIHO IPUKPAIIEHNIT OFATHYTHII Ha-
Gakyp Kalleox, He PO3BiBa€ThCA TIIBKU TOMY, 1110
ckpimneHe pporoMm i Hutkamu (Hoffmann, 1985,
S.775). CopuitHATTSA YUCTOI 30BHIMIHOCTI [[>XMbo
KOpecIoHAy€e 3 epeKTHVMM 30BHIIIHIM BUITIAOM,
AKUH, T03adK BiH aKTOp, CIPsAMOBAaHMII Ha 30B-
HillIHiil BIIMB. 3MillIaHHA Pi3HUX IPEeMETIiB OJATY
B 110r0 KOCTIOMi iMIUTIKye ITOB’si3aHe i3 mpodecito
BUKOHAHHS PisHUX poreit, yacto danpiumsux. Ko-
JbOPOBE 1 MiH/IMBE B JIOTO NOBCAKIAEHHOMY OJ 31
1 y TeaTpa/JbHUX KOCTIOMAX BKa3y€ Ha JIOTO BHY-
TPIIIHIO CUJTY i TOTOBHICTh BUPYIIUTY Ha IIOUIYKIA.
Jxnnbo opieHTyeTbCA Ha CBill 00pas 3i CHy i B 4ac
KapHaBaJly BUPYIIA€E UIyKaTy puHIecy bpam6iny.
“Kocriom, sikuii [[>Knabo BXKe pa3 OfsraB, 37aBCs
JIOMY JOCTaTHbO KapMKaTypHMM; IIbOTO pasy BiH
y)Ke He 3HEXTYBaB CMIIIHMMM, JOBIMMM IITAaHA-
MM, IO TOTO > BiH HacaiuB IIOJIy ITajibTa Ha KiHelb
IpUB’A3aHOI [0 CIMHU MHIKM, TOMY 3[aBanocH,
Haye 3 jioro cnmHu Bupic npanop. IIpukpacusmmn
cebe y Takmii crioci6, BiH HOCMBCSA BYIMIISIMM, Bece-
nuBCA Bif yciei gy i 30Bcim 3a0yB IIpo CBOIO Mpito
i mpo Brpaveny koxany~ (Hoftmann, 1985, S. 809).
Komn >x HapelITi BiH yneBHeHMIA, 10 3HAIIIOB ii,
Ii/l MacKoI MpuxoByeTbcA [kaunnaTa. Tox, Komm-
BAIOYNCh IIOMDK Pi3HMMU TeaTpaTbHUMU chepamMu
Ta iEHTUYHOCTAMM, IE€PEOJATAaHHA y KaIpu44o
IIEPETBOPIOIOTHCA Ha KOCTIOMYBaHHsA, TaK CaMO fAK
3B’130K [I>KM/IBO 13 3araikoBolo IpuHIieco bpam-
61010 4 3 MOmUCTKOI0 JI>KaumHTOMI0. 3 imeHTHY-
HICHOI0 HEBM3HAYEHICTb KOPECIIOHJYE TAaKUM 4l-
HOM /1000BHA IUTyTaHMHA Ta 30BHIIIIHI MacKapas.

TearpanbHa CUMBOJIIKa IPOHU3Y€E KaIpU44yo
BiJ mouaTKy fo KiHng. TyT ommcaHi Macku, Ko-
CTIOMU, PEKBI3UTH, WO CIPUIIMAETbCA AK yBep-
TIOpa [0 KapHaBany. KocTioMn € BaximBum eje-
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MEHTOM TeaTpaisalii Kanpmud4do. BoHu oxmsimio-
10Tb (irypu, sIKi BUXOAATD Ha CLIEHY, a 3 KOXKHOIO
3MiHOI KOCTIOMiB 3MiHIOIOTbCS iI€HTUYHOCTI.
Tomy BaknmBa poinb BifBefeHa MaiicTpoBi becka-
i, Mofienbepy opAry (i3 IeHAepHOI NepCIeKTUBH,
YOJIOBIK — MalicTep, MOJIENIbEP OfIATY, )KiHKa — MO-
IVCTKA, W€ Jioro). “IKnibo Bigpasy sanpuMiTus
MOBHUII KOMIUIEKT BOpaHHs, HilicHO 6araToro,
ajle 3a CBOEI0 AMBHOIO SICKPABICTIO fHeljo ¢aHTac-
TUYHOTO <...> 3HAYNUTh Lieil OJAT HOLIMTUI caMe
st MeHe. Bam nortanmanuno, beckami! Ilepen Bamn
npuny Kopuenbo K'sammepi” (Hoffmann, 1985,
S. 853). Koctiomn [IXWIb0 HEeMOHCTPYIOTDH J1OTO
B/IacCHY 60poTb0Y i3 cammm co6oro. Ha pomy ms-
Xy JIOMY 4aCTO 3yCTpidaoThcs Qirypu, gys>ke cXoxi
Ha HbOro. 'o)MaH OTOTOXKHIOE IIPY I[bOMY OJIAT i3
TIZIOM: IyX Hece Ti/Io, AK He3PYYHUI OJAT, AKUIL €
HaTO IIMPOKUM, Ha[TO JOBTUM, HafTO HEIifmaT-
nuByuM. KapnaBanpHi ¢irypu inpguBifyanisosasi,
Hadye MaHMPiBHI KOCTIOMH, i [>KWIbO 3MylIeHUI
IPONTH Liell NUIAX, 100 3HATYU CBOE ¢anbuyse S,
AK HENPpaBUJIBHUI KOCTIOM, i BIIKPUTU CIIPaBXKHE.
“HaBitp 6yayuyu CTPYKTypOBaHOK LIBV/KOIUIMH-
HiCTIO i ecreTnyHOW0 (paHTasier, — 3a3Havyae [ep-
TpyA JleHepT, — MOZIa IOCTIiITHO 3HUIIIYE CTape, 106
crBoputu HoBuit npoctip” (Lehnert, 2013, S. 46).
OpAar 4yKoro mifi MacKow CBOTO CIIPUIIMA€ETbCS
K Ga>KaHUI IHTerpariitHnit mpolec, B AKOMY Bifi-
OyBa€eTbCsl KY/IbTypHE 3aCBOEHHS B 00pasi Habmu-
>KeHHA Jo cede.

Toit ¢daxT, 1m0 B Kanpuy4yo BaXkK/1mBa ponb Bif-
BeJleHa IINTTIO AK KPEaTUBHOMY aKTYy, 1O ACOI[if0-
€THCS 3 TOJIKOIO I BUTOTOBJIeHHA rpadiku JKaka
Kanno, a Takox i3 CTBOpeHHAM TE€KCTOBOTO IIETU-
Ba, IIje Oi/Ibllle HArO/IOUIy€e Ha BaXX/IMBOCTI KOCTIO-
MiB. BoHM He Ti/TbKM BU3HAYalOTh 30BHILIHIN 06-
pas, aze 1 yMOXX/IMBIIOITD IOI/IAJ Y BHYTPilIHiN
cBit. Ile ocob6muBo crocyerbes [Ixnnbo, 3MiHa Ko-
CTIOMIB AKOTIO CMMBOJIi3y€ JI0TO BHYTPIilIHIN PO3-
BUTOK. KOHCTpylOBaHHS OffHaK Iepefi6adae TaKOX
INEKOHCTPYKIIiIO: AK KOCTIOMM MOJEITIOITD, IIN-
I0Th, PO3TIIOPIOIOTH i 3IIMBAIOTh 3HOBY, TaK i KOXKEH
aKTOP Yy KaIpu44do Mo>ke 6yTu posibpanmit i ckma-
menuit 3HoBy. Leprpyn Jlenept nosicHoe: “MopHi
iHAMBIAM MOTEHLINIHO 00’ €KTM 1 CYy0 €KTU B OJHO-
My, @ MOMEHT Iep(OpMaHCy CTa€ KOHCTUTYTUB-
HUM €JIEMEHTOM 6y11b—ﬂ}<0'1' imenTuynoCTi. Moga y
TaKMI1 Cocib mocArae Toro, Mo He BLAETCA MeTa-
POSHIOBIALAM: HalaBaTVl CMICITY, HaBiTh AKIO BiH
dparmeHTapHMIt i MUHYLIMIL. [neHTNYHICTD i iHAU-
BiffyaZIbHICTb i3 IICMXOJIOIiYHOTIO CTAlOTh KBasiTe-

aTpanbHMM (DeHOMEHOM, TaK IO IpobdiaeMa ifeH-
TUYHOCTi Ta Cy0 €KTMBHOCTI B >KOJHOMY pasi He
BUYEPIIYETHCH, A TIIBKY BifICyBa€ThCA i 3HAXOAUTD
HOBi 306pakanbHi dopmn” (Lehnert, 2013, S. 47).
T'odman y Takuii crioci6 yBMpasHIOE, 110 B XKUTTI
CIIPABXXHIO CYTHICTb JIFOIVHY HE MO>KHA ITi3HaTH 3a
ii 3oBHiIIHIicTIO. BricTaBeHi Ha MOKa3 30BHIIIHO-
CTi O MPOITIAAATY HACKPi3b, 06 po3mi3HATH 3a
HIUMM CIIpaBXHe .

BUCHOBKM Ta mepCneKTHMBU NOJANbIINX 10-
cnimxenb. Y cBoix HoBenax E. T. A. Todman Bu-
ABJIA€ YyTOBY MOJIHY KOMIIETEHTHICTb: BiH joOpe
3HA€ iCTOPiI0 KOCTIOMY, CUIY BIUIMBY MOJHOIO
BOpaHHs, TOTOYAaCHI aKTya/lbHI MOJHI TpeHAN, 5K
KiHOUi, Tak i yonosivi. [IncbMeHHNUK y CBOIX JIi-
TEPATYPHUX TEKCTaX MaMCTEPHO ITOCTYTOBYEThCA
NPUHIUIIAMY MOJENTIOBAaHHA 1 MINTTA: OENHYIO-
YU MOTUBM, AKi 3a IEBHUM Bi3€pYHKOM ITOK/IMKA-
I0TbCS OfIHI Ha OJHUX, OopraHisyroun ¢irypu, sxi
BifI3€pKANIIOIOTBCA OfHI B OJHMUX, CTBOPIOIOYM
eeKT CeMaHTMYHOI IpOIeCyalbHOCTI i >KMBOI
¢ikuii. I3 BUKOpUCTaHHAM OfATY TiCHO OB s13aHa
npo6neMaTKka iCTOPUYHOCTI MOV, IOTBOPHO-
IO Tija i OT0 IPUKPUTTA CYCII/IBHO BU3HAHUM
KOCTIOMOM, TPU FapHOTIO Tijla i CHOTBOPEHOTO KO-
CTIOMY, CKOHCTPYJOBAHOCTI CTaTi, yTBEPI KEHHA
coLia/IbHMX pOJIeli, BIVIMBY MOAM Ha CYCIIi/IbHY
IIYMKY, B LIbOMY 3B I3Ky TaK0XX MaHiIy/IATUBHOCTI
KOCTIOMY, iJeHTMYHICTHOI TPOOIeMaTHKY, CKITaJi-
HOCTi pO3Ii3HaBaHHA CIPABXHbBOTO JIOJCBKOIO
5. BpaHHA € BayK/IMBUM MeXaHi3MOM ONTUYHOI
nporpamu ['odmana, mo poOUTH FOCTIHKEHHA
JI0TO TBOPIB Iifi TAKMM KyTOM 30PYy IIEPCIIEKTHB-
HIUM.

KoHdnikT iHTepeciB

ABTOp He Ma€ IOTEHLINHOTO KOHQIIKTY
iHTepeciB, KMl 6 Mir BIVIMHYTK Ha pillleHHS
IIPO ONyOTiKyBaHHA Li€l CTATTi.

BUKOpMNCTaHHA WITYYHOrO IHTENEKTy
HITyynuit iHTENIEKT Yy [OCHPKEHHI He
3aCTOCOBAHO.
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CUMBOJIIKA NPUKPAC Y TPAQULINHOMY KAPAKAJINMALIbKOMY

0w

KOCTIOMI B KOHTEKCTI ICTOPUYHOI 1 KYJIbTYPHOI IBEHTUYHOCTI

AHoTauif. ABmopu cmammi aHanizytoms CMOCyHKU MiX OYXOBHOK KY/bmypoto Hapoody, 8i006paxeHoK 8 2epoidHOMY
enoci kapakannakis «Kipk-Ku3» («<Copok die4uam»), ma ii 8id03epkaneHHAM y npedMemax MamepianeHoi Kynemypu, 30Kpemd,
XKIHOYUX npuKpacax 3 mpaouyiltiHo20 8ecinlbHO20 BOPAHHA KApakasnaybKoi HapeyeHol. 3a88axxeHO 2TUOUHHUU 38'A30K MiX
108elipHUM MucmeymaeoM ma apxaidyHuUMU ysagneHHaAMU npo Bcecgim ma micye ntoduHu y Heomy. [1pointocmpo8aHo mpaHc-
hopmayito ceMaHmuKu NpuKpac 3 MaziyHuUx, 3axUcHUX ma pumyasnsHux apmegakmis y silicbkosi cumeonu. Ha niocmasi
aHani3y KOHKPemMHux eseMeHmie Kocmiomy 3po6s1eHO BUCHOBOK NPO Me, WO 0eKopamueHO-yXUumkose Mucmeymao WisnbHo
nepensiimaemocsa AK 3 i0e0102{4HOI CUMBOJIIKOI, MAK i 3 KyJlbMypHO-ICMOPUYHUM KOHMEKCMOoM ma ecmemuYyHUMU UiHHO-
CMAMU, ChOpMOBAHUMU UUM KOHMEKCMOM.

KniouoBi cnoBa: kocmiom, KOMNJIeKc, 0eKopamugHO-yXXUmkKose Mucmeymaeo, eniyHa noema, cCUM8eoslika NpuKpac, Kapa-
Kannaybka HapeyeHd.
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Figure 1. A young Karakalpak woman in a traditional
costume wearing an arebek, a nose ring

Introduction. The flip side of the globalization
process characterized in general by an attempt to
unify and stereotype all aspects of human activity
unexpectedly sparked a renewed interest in ques-
tions of cultural identity. Cultural identity - that
is, the sense of belonging to a particular communi-
ty — typically requires a certain visualization, which
is most clearly realized through clothing, and often
through jewelry. Clothing, jewelry, and accessories
easily and clearly demonstrate membership in a
particular ethnic, religious, professional, status, or
political group (Prokopovich, 2016).

Jewelry making is one of the oldest traditional
forms of decorative and applied art serving as a
kind of universal cultural language, a unique re-
pository of spirituality, ethnic memory, archetypes,
and a people’s worldview. It also often serves as a
symbolic model of their history and cultural and
historical connections. Accordingly, the study of
the origins, reproduction, and existence of jewelry
in a cultural and historical context, as well as the

Figure 2. Jewelry — amulet holder haykel,
bracelets with rings

examination of its symbolic nature and meaning,
is crucial in the context of the research and revival
of national, historical, and cultural traditions. This
ranges from the applied and mundane to the mag-
ical and sacred. In this work, the authors attempt
to trace the historical relationship between spiritu-
al and material culture using jewelry as an integral
part of the Karakalpak national bridal costume.

As researchers note (Bayalieva, 1972; Bekmu-
ratova, 1969; Alieva, 2004), examining jewelry in
the context of its symbolism leads to the following
conclusions:

1) The origin of jewelry is often linked to am-
ulets and talismans, which, when used in various
rituals, were elements of a person’s daily life.

2) The cultural and historical significance of
jewelry lies in its role in the reproduction, preser-
vation, and transmission of ethnic culture and the
historical memory of peoples.

3) The symbolism of jewelry is often closely in-
tertwined with the main aspects of the worldview of
a person of traditional culture: his ideas about the
surrounding world, the structure of the Universe
and its connection with human life (solar, lunar
symbols), the surrounding natural world (animal-
istic symbols).

Previous Research in the Area. When discuss-
ing research in the fields of ethnography, decora-
tive and applied arts, and specifically jewelry in
Karakalpakstan, it’s important to note the out-
standing role played by the artist, restorer, archae-
ologist, and collector 1.V. Savitsky (1915-1984), a
native of Kyiv. He formed a unique collection of
artifacts that formed the core of the collection of
the State Museum of Arts in Nukus (the capital of
the Republic of Karakalpakstan), of which he was
the founder and first director, and which now bears
his name. Igor Vitalyevich Savitsky was one of the
first to lay the foundations for a scientific approach
to the study of the traditions of Karakalpakstan’s
folk applied arts during the Soviet period. Sav-
itsky’s student Marinika Maratovna Babanaza-
rova succeeded Igor Vitalyevich as the museum’s
director and dedicated many years to preserving,
expanding, and popularizing knowledge about the
distinctive culture of Karakalpakstan. Among con-
temporary researchers, we would like to mention
Zafara Jumabayevna Alieva, PhD in Art History
and senior researcher at the Institute of Art Studies
of the Academy of Sciences of the Republic of Uz-
bekistan (Tashkent), whose research on the sym-
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bolism of Karakalpak jewelry served as the basis for
this article.

Results and Discussion. Turning directly to
traditional Karakalpak costume, it should be noted
that its symbolism is closely intertwined not only
with numerous folk beliefs and legends, but also
with historical events and stages in the formation
and existence of the ethnic group. Traditional cos-
tume holds a special place in the spiritual life of the
people, and various customs, rituals, symbolic and
mythopoetic ideas associated with clothing and
jewelry persisted in traditional Karakalpak culture
until the first third of the 20th century. These sym-
bolic ideas were most clearly manifested in jewelry,
an integral part of the traditional costume. In ad-
dition to their aesthetic value, Karakalpak jewelry
invariably carried magical properties: protective,
healing, and productive (Allamuratov, 2019).

Some of these, especially earrings, pectorals, and
bracelets, were traditionally worn until the 1930s.
Jewelry, as elements of a woman’s attire, has always
accompanied her from early childhood to old age.
Initially, these were simple protective adornments.
As a girl matured, they became more complex, in-
creasing in number, with the greatest number of
adornments worn, of course, during the wedding
ceremony and the first years of marriage. This is the
period when, according to popular belief, a woman
is most vulnerable to external influences, and the
entire meaning of the jewelry she wears is associat-
ed with a protective power designed to protect her
and her future offspring (Alieva, 2022).

We will briefly examine here some of the most
significant elements of traditional Karakalpak
women’s jewelry. The making of earring and nose
studs is considered a special category of tradition-
al jewelry art. Moreover, the nose stud, or arebek,
which was pierced, usually on the right nostril (Fig.
1), was imbued with magical properties capable of
protecting a woman’s sense of smell and breath
from the influence of evil spirits.

Another popular form of jewelry making was
wrist jewelry. Luxurious bracelets connected to
rings by thin chains (Fig. 2) stood out for their dis-
tinctive shape. The massive shape of these bracelets
clearly resembles a piece of armor used to protect
the hands (Fig. 3).

Metals such as silver, and less commonly cop-
per and bronze alloy were used for jewelry mak-
ing. Gilding was also used. Colored minerals such
as carnelian and turquoise, as well as exotic ma-

Sy

Figure 3. Art historian Z. Aliyeva demonstrates Turkmen
jewelry — a Tekin bracelet resembling a combat bracer,
and a pectoral brooch (converted into a ring), shaped
like a combat shield or shoulder guard. These Turkmen
jewelry pieces are similar in shape and decoration
to Karakalpak ones

rine fossils such as coral, mother-of-pearl, and
cowrie shells, were traditionally used for inlays
(Alieva, 2021).

The history of headdresses, such as the saukele
and tobelik, dates back to ancient times. The
saukele is a traditional bridal headdress, a soft, hel-
met-like cap made of felt, covered with red cloth,
and richly decorated with patterned metal plaques
and pendants (Fig. 4). This is, of course, a mixed
technique - a combination of jewelry, embroidery,
and sewing. Coral beads are arranged in tight rows
on the earflaps and forehead, and between the cor-
al beads are metal plates, also inlaid with coral or
turquoise.

The pectoral jewelry haykel is a flat rectangle
with horn-like branches at the top and pendants
at the bottom (Fig. 5). Its front side was decorated
with large carnelian inlays (according to popular
belief, carnelian was a talisman), which were pop-
ularly called haykel kas - the “eyebrows” of the
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Figure 4. Saukele is a traditional bridal headdress.
From the private collection of American researcher
Adam Albion. (WOSCU, 2024)

ornament. Interestingly, the word “haykel” trans-
lates as “idol, monument.” Scholars suggest that
the hollow central part of the jewelry may have
originally been used as a case for amulets (nee-
dles, pieces of coal, salt, fragrant and bitter-tasting

Figure 5. A jewelry amulet haykel from the collection
of the Savitsky State Museum of Arts, Nukus

plants) or figurines of idols. Later, with the advent
of Islam, it began to be used to store Quranic texts
with prayers (Alieva, 2022).

The ornamentation covering the surface of the
jewelry also had a specific meaning. Jewelry fea-
tured plant patterns - leaves, shoots, and grains -
symbolizing fertility. Karakalpak beliefs ascribed
special magical properties to the horns, fangs, and
claws of animals or birds. This is why stylized horns
and claws are so common in jewelry designs. For
example, almost all Karakalpak haykels have a
horn-like top. Images of horned rams’ heads sym-
bolizing prosperity and fertility are also located on
the temple of the saukele, among the corals. They
also serve as guardians against hostile forces (Alla-
muratov, 2019).

When discussing Karakalpak jewelry and wom-
en’s wedding attire in general, one cannot help but
note their obvious resemblance to military equip-
ment. Many Karakalpak jewelry pieces, especially
headpieces, chestpieces, and wristpieces, are distin-
guished by their impressive size and weight, giving
them a monumental appearance, reminiscent of
armor. Furthermore, complex jewelry consists of
numerous interconnected elements. This complex,
multi-layered construction resembles chainmail or
so-called lamellar armor (armor made of plates wo-
ven together with cord).

Particularly notable in this regard are tradition-
al types of jewelry such as the haykel (a chest orna-
ment that was the main part of a girl’s dowry) - a
massive ornament that resembles a piece of protec-
tive armor. Also notable is the bride’s headdress,
which consists of two parts, the saukele and the to-
belik, resembling a combat helmet (Fig. 6), and is
considered one of the most distinctive Karakalpak
jewelry items.

Researchers interpret the name saukele in var-
ious ways, for example, as “royal cap” or “whole,
healthy head”. In general, the wedding attire of
saukele and tobelik retained features of royal
crowns, which is associated with the likening of the
wedding couple to a prince and princess, and the
bride to a fertility goddess (Alieva, 2018). The term
saukele appears in the Karakalpak epic “Kyrk-kyz”
(“Forty Girls”), which tells the story of a squad of
warrior girls. One of the leaders of the Amazon
girls, Sarbinaz, dons such a headdress before bat-
tles.

The heroic poem “Kyrk-kyz”, recorded in 1940
from the words of the famous folk storyteller Kur-
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banbai Tazhibaev (1876-1958) in the Turtkul dis-
trict of the Karakalpak ASSR, gained widespread
popularity. During the Soviet era, it was translated
into Uzbek, Kazakh, Turkmen, Kyrgyz, Russian
(Arseny Tarkovsky, 1951), and Lithuanian. Like
other similar works, the epic is multilayered; it
appears to have been composed in various histor-
ical eras, reflecting both ancient and more recent
events, particularly military clashes that took place
in the Khorezm oasis in the 18th century.

The epic poem “Kyrk-kyz”, which tells the story
of a detachment of girls led by the king’s daughter,
Gulaiym, is considered a unique work in Central
Asia, with ancient roots presumably linked to the
Saka-Massaget tribes and matriarchal traditions.
The main plot of “Kyrk-kyz”, as noted by experts
(Meletinsky, 1985), largely echoes Herodotus’s ac-
count of the Massagetan queen Tomyris and her
war with the Persian king Cyrus the Great, as well
as Diodorus Siculus’s account of the Saka queen
Zarina, who liberated her people from foreign de-
pendence. The main character, Gulaiym, warrior
and military leader, leads a detachment of forty
girls called upon to defend her people from invad-
ers. This sharply distinguishes “Kyrk-kyz” from
most heroic epics of other Turkic peoples, where
the protagonists are typically male.

In the epic “Kyrk-kyz”, Gulayim and her forty
friends, as well as her beloved Arslan, fight against
the troops of the Kalmyk Khan Surtaishi and the
Iranian ruler Nadir Shah, and in it, as researchers
note (Maksetov, 1958), the most ancient and archa-
ic customs, characteristic of the social order of the
ancestors of the Karakalpaks, are reflected.

Conclusions. Thus, when discussing the sym-
bolism of Karakalpak national jewelry, it is nec-
essary to note, on the one hand, their inextricable
connection with archaic beliefs and ritual-magical
functions. On the other hand, the features of the
national worldview embodied in their forms, which
finds a place for women - not only the guardians
of the hearth, but also freedom-loving warriors,
capable of taking up arms to defend their people,
home, and hearth. This is undoubtedly confirmed
by the outstanding literary monument “Kyrk-kyz”,
which celebrates not only feminine beauty but also
strength, courage, and devotion to one’s land. It
is, in its own way, a unique cultural and historical
phenomenon. It is a phenomenon of spiritual cul-
ture that has influenced, or at least reflected, the
characteristics of material culture, in which the viv-

Figure 6. Karakalpak bridal attire: blue dress, red breast
scarf (kyzyl kiymishek), tobelik and saukele on the head,
and a haykel on the chest

id image of the warrior girl is captured not only in
epic lines but also preserved to this day in elements
of the bride’s costume. It’s also worth noting that
various rituals and beliefs associated with clothing
and jewelry continue to occupy a significant place
in traditional Karakalpak life. Concepts regarding
the protective and magical role of certain types
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of clothing, jewelry, and stones have persisted for
centuries. Although some of their sacred meanings
have now been lost, they generally continue to be
imbued with archetypal protective significance.

In conclusion, it can also be noted that various
forms of traditional folk applied art provide ex-
ceptionally important and interesting material for
studying the ideological, social, tribal, and aesthetic
values of any ethnic group. And jewelry craftsman-
ship, learned by an apprentice from the hands of a
master, remains a lasting legacy, passed down from
generation to generation.

KoHdnikT iHTepeciB

ABTOp He Mae NOTEHLIHOTO KOHQIIKTY
iHTepeciB, AKMil 6 Mir BIVIMHYTM Ha pillleHHA
IIpO OIyO/TiKyBaHHSA IIi€l CTATTI.

BuKOpMCTaHHA WUTYYHOrO iHTENEeKTy

IITyynuit iHTENEKT y [OCHI[KEHHI He
3aCTOCOBAHO.
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eKCNJiKyeana NPUCBOEHHSA esleMeHmMam 002y CeMaHMmMU4YHO20 3HaYeHHA NOKA3HUKA coyianbHol MobineHOCMi ma 2nubuHHUX
ncuxosnozidHux 3mMiH. OpaHyy3bki nuceMeHHUKU Opy20i nososuHU XIX cm. akmueHo npaytosanu 3 obpazamu oogey md, wup-
we, — MoOU, Wo 00380/1UJI0 BIOKPUMU IXHIO MemagopuyHy cusy 8 KOHmMeKcmi Memamopeo3 8HyMpIiWHL020 C8imy IIOUHU
i Hagsime Ha no3HayeHHa 6ymma xy00XHbL020 mekcmy K makozo. Came momy aHaniz Moou 00380J1A€ 8iOHAUMU K/OYUK 00
«8MpayeHoz0 4acy», 00 OCMUC/IEHHA KosekmugHoi nam’ami. Cmamms nidosooume 00 8UCHOBKY NPO NOMYXHICMb OUCKYpCY
MOOU 0715 00C/TIOKEeHHA HOBUX BUKJ/IUKIB HAWO20 4acy, 0cob/1u80 y N/IOWUHI NOPIBHAHHA 3 iCMOPIED Yb020 NUMAHHA Y PpaH-
uy3bKit nimepamypi.

KniouoBi cnoBa: ouckypc Moou, (hpaHyy3sbke nimepamyposHascmso, OHope 0e banb3ak, Mapcene lpycm, 002, 3HAK, 4ac,
nimepamypa, aHmponosnoziyHa nabopamopis.
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THE DISCOURSE OF FASHION IN CONTEMPORARY
FRENCH LITERARY STUDIES

Abstract. The article presents a study of fashion discourse within the domain of fiction, drawing upon the works of
contemporary French scholars. Despite the initial impression that fashion is distant from the research sphere immanent to
literary criticism, academic investigations carried out by researchers from French universities in the early 21st century lead to
the conclusion that fashion discourse, when projected onto fiction, allows for a new level of understanding of approaches to the
analysis of identity as a key issue of our time. Consequently, fashion discourse proves to be directly linked to the view of literature
as an anthropological laboratory. The latest perspective on the potency of fashion as a discourse is primarily associated with the
names of F. Monneyron and R. Capotorti. The premises of their works allow for a re-reading of classical literature’s experience.
Consideration of the historical trajectory of fashion discourse manifestation in French literature brings the works of H. de Balzac
and M. Proust to the forefront. It is in La Comédie humaine (The Human Comedy) that “fashionable Paris” first emerges with all
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its challenges for the study of human passions. In the mode of Proust’s genetic criticism, the image of the dress and the process of
tailoring function as metaphors for the writing of the novel, offering a fresh perspective on literary creation. The involvement of
fashion discourse in the creative models of Balzac and Proust explicitly assigned a semantic significance to clothing elements as
indicators of social mobility and profound psychological changes. French writers of the second half of the 19th century actively
engaged with images of clothing and, more broadly, fashion, which allowed them to uncover their metaphorical power in the
context of the metamorphoses of the human inner world and even to signify the very being of the literary text (the texte). This
is why the analysis of fashion allows us to find the key to “lost time,” to the comprehension of collective memory. The article
concludes that fashion discourse is potent for investigating the new challenges of our time, particularly in comparison with the

history of this issue in French literature.

Keywords: fashion discourse, French literary studies, Honoré de Balzac, Marcel Proust, clothing, sign, time, literature,

anthropological laboratory.

Beryn. JlitepatyposHaBcTBo mo4aTtky XXI cT.
nepeOyBae y IOIIYKY 3HAKOBUX 00pasiB y IJIOIu-
Hi XYIO)KHOTO TEKCTY, AKi MOXYTb CTaTU TOYKOIO
BiIUTIIKY [JIsi pPO3TOPTaHHA IIOTY)KHOTO IVICKYPCY
HOBMX T€M, IO BifIIOBialOTh 3allUTy MAiICHOCTI
IO JiTepaTypy fAK aHTPOIOJIOTiYHOI abopaTopii.
Knacukn ¢paHIy3bkoi miTepaTypyu IifiKa3yloTb
HaM, IO [0 TaKMX 0OpasiB HalIEXUTb OJAT, IO
BKJIIOYEHMIT 1O AUCKypcy mMonu. DyHKIiOHanbHa
CIIPOMO>KHICTb LIbOTO OUCKYPCY IJISI aKTyaJlIbHUX
3aBJJaHb CY4aCHOTO JIiTepaTypO3HAaBCTBA HE MOXKe
00MeXyBaTUCSA BUKIIOYHO (ikcallielo CKIaoBUX
€JIEMEHTIB JUCKYPCYy MOAU. B morAfi HOBITHIX JIi-
TepaTypO3HABYMX JOC/I/PKEHb Ha JIeTajli OfiATy B
KJIACMYHUX TBOPAX KPi3b NPU3MY II€PEOCMUCIIEH-
HA JUCKYPCY iIEHTUYHOCTI 3 yciMa iMaHEHTHUMM
Lill TeMi KOHIJENITaMU NPOABIAETbCA BiIKPUTICTh
XY[IO>KHBOTO TEKCTy [O HOBUX IHTepIpeTarii.
3aBAAKM MOJi AK OKY/IAPY HOCHI)KEHHA TBOPiB
XIX cT. BUXOUTD Ha ITOBEPXHIO aKTyasli3allid Ie-
PEBIAKPUTTA TEKCTOBOTO IOBiJOMJIEHHA POMaHiB
MMHYOro. [l mepeBipKM Cy4acHUMX BEKTOpIB
pO3rOpTaHHsA POMaHICTUKM Ha BifIIOBiHICTD CYTi
NiTepaTypy sAK aHTPOIIOJIOTiUHOI 1aboparopil Ham
NOTPiOHO CUCTEeMAaTH3yBaTV IOTY)XXHICTh 3HAKiB
XyIO>)KHBOTO pelbedy MMCbMEHHMKIB-KIACKKiB, i
MoOJja sIKHaJKpallle BifIIoBifae IbOMy 3amuTy. Sk
BifloMo, (ppaHITy3bKe JTiTepaTypO3HABCTBO 3aBXKIM
BUPI3HANOCA IHHOBALiHMMU IiiXOJaMIU [O IIe-
PeIpOYNTaHHs KIACUKY Kpi3b IpU3My HaiOibuI
TOCTPUX TeM HalIoro yacy. TypOy/nieHTHICTb mepio-
Iy, B KNI MU >KIBEMO, CTUMYJIIOE€ 3B€PHEHH: [0
TDVICKYPCY MOJM, NMEPEBIKPUTTA MOTY>KHOCTI 110TO
iHCTpyMeHTapilo I/ MOSACHEHHA IMIMOVMHHNX aH-
TPOIIOJIOTIYHMX 3AIMUTIB Cy4acCHOCTI.

AHani3 oCTaHHIX FOCTimXKeHb i mMyOmikamii.
Merta gocnifiKeHHs, 1110 PO3TOPTAETHCS B Ll CTAT-
Ti, IO/IATa€ y BU3HAYEHHI KIOYOBMUX HANPAMKIB
BUBYCHHA AVMCKYPCY MOAM Y Cy4aCHOMY (PpaHITy3b-

KOMYy JIiTEpaTypO3HABCTBi, 30KpeMa, Y BUOKpEM-
JIeHHi JIOTO TOJIOBHUX TEOPETUYHMX Ta IIPaKTUU-
HUX 3acaf. Peanizania mocraBneHol MeTu Iepep-
6avae HayKOBUII ayANUT CY4acHOTO ()PAHITy3bKOTO
MiTepaTypO3HABCTBA HA IIPEMET 3HAKOBMX IIpallb,
y ¢doxyci skux nepebyBae ¢peHOMEH MOJM; 3Bep-
HeHHA [0 icTopii ¢paHmyspKoi siTepaTypn Kpisb
IIpU3My ONTMKU Lii€l TeMU Ta BUBEJEHH: Ha Ilep-
NI IUIaH NIPOMOBUCTUX MiCLlb POMAaHHOIO JJC-
KypCy; PO3KpUTTS (irypaqbHOCTI BUABIEHUX B
icropii ¢paHIy3bKOrO pOMaHy €/IeMEeHTIiB OfiAry.
B ykpaiHcbKOMy J1iT€paTypO3HaBCTBi 1 TeMa He
Ma€ MpelefieHTiB 3 00Ky HAayKOBUX [OCIi/[KEeHb,
a TOMY HayKOBe 3HaY€HHA PO3BIgKU, L0 peanisy-
€TbCA y IaHill CTATTi XapaKTePU3YETHCA HOBU3HOIO
Ta IMPAKTUYHOK LIHHICTIO, N03asK 3[ilICHIOETbCA
cripo6a BBeleHHA HOBMX iMeH 3HaKOBMX IOCTaTel
(paHIy3bKOTO JTiTepaTypO3HaBCTBA IO HAYKOBOTO
IoJIA TyMaHiTapHMUX CTyZil Hamoi Kpainu. [loo-
JKEHHA IXHIX Ipalb, CUCTEMAaTH30BaHi y Wil pos-
BifjIli, MOXXYTb JOIIOMOITH Y peai3aliii mojaabuimx
IoCTimKeHb GeHOMeHY MOAy y IUTOIMHi icTopil Ji-
TepaTypu. IIpefcraBnennii y ctaTTi aHaIiTUIHUI
matepian TekcriB O. e banmpsaka Ta M. Ilpycra
HNOK/IMKAHNUI HOIMMOUTY PO3YMIHHS IOTY)XXHOCTI
KJTaCVYHOI JIiTepaTypy I PO3B’A3aHHA aHTPOIIO-
JIOTIYHMX 3aIIUTIiB Cy4aCHOCTI.

Cepen cydacHuX (QpaHIY3bKUX [OCIiIHUKIB
(eHOMEHY MOAM BapTO BUJUINATY, IEpII 3a BCe,
noctatb Openepika MoHHelipoHa, mpodecopa
YuiBepcurery IlepninbsiHa, aBTopa 6araTbox Hay-
KOBUX pO3Bifok. Po3po6eHi HUM aBTOpPCHKi Kyp-
cn, y dokyci skux nepedyBana caMe MOJia, y Mps-
MOMY CMMUCT 3[iICHUIM METOHOJIOTIYHMII 3CYB,
3aBJIAKYM AKOMY MOJa IoTpammia y $okyc mitepa-
TYpO3HAaBUMX iHTepIpeTalili, 0COOMMBICTIO SKUX
CTaB MDKIAMCHUITIIHAPHAI XapaKTep 3 BUPa3HUM
HarojocoM Ha comiosnorii. ¥ monorpadii «Mopga
Ta 1i Buxmmkm» (Monneyron, 2018) MoHHeitpoH
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crucTeMaTmsye 3000yTky cBoix nmonepenunkis (Ia-
opiensa me Tappa, ['eopra 3iMmerns), Ta IpUXOAUTD
IO BMCHOBKY, IO 3aXiflHa KOHIIEMNIIiA MOJAM Mae
30BCiM HepaBHIO icTopii, a came 3 XIX cromiTTA.
L1yM NOSICHIOETBCSA TOV (DAKT, 10 MOJIA SIK aHTPO-
IIOJIOTiYHE MMTAHHA 3a/IMIIAETHCA [JO HAIIOTO Yacy
Majo BMBYEHOIO, OCOOMVBO y IUIOMMHI XY[AOX-
Hbol niteparypu. Ha pymxy Monneiipona, cep-
JIO3HUIT TiIXi/l O MUTAaHHA BIVIMBY MOJM Ha OJAT
(cemionoris P. bapta B «Cucremi Mopn») 3MiHUTD
OIITUKY CIPUIHATTS 6araTbox TekcriB. BoueBupap,
3 HMM He MOXXHa He IOTOJUTHUCS, JOKa3OM 4Oro
CTaHe MOJa/IbIINII aHATi3 QYHKI[iOHA/IbHO-CeMaH-
TUYHOTO 3HAYEHHA €/IeMeHTiB ofAry B TBopax O.
me banmpsaka ta M. IIpycra. Bigmrosxyrounuch Bij
comiosnoriyHux 3acan B mpansax [I'epa Byppabe Ta,
BOZIHOYAC, cmifgyroun 3a P. baprom, ®. MonHeii-
POH 3[ilICHIOE pafVIKabHy CIPOOYy pO3MillleHHSA
MOJ B LIEHTpP COLiONOTIYHOI CMCTEMM KOOPAVHAT;
«MOJIa, — CTBepXye MOHHEIPOH, — BUCTYyIIA€ Ha-
HiHUMM IHAMKATOPOM IMMOVHHMX, NPUXOBAHUX
CTaHiB MeBHOTO cycninbcTBa» (Monneyron, 2018).
Taxum unHOM, MoJia i MeTadopryHa cua iTepa-
TypU NPALOITh B OGHOMY HaIIPAMKY.

BaxnmmBoro HayKOBOI IOJI€I0 Ha HIIAXY [0-
CIIJPKEHHA NUCKYPCY MOJAY B Xy[OXKHIN JliTepaTy-
pi craB ceMiHap «bparu 'onkyp i Mmoma», o Bif-
OyBaBcsa mporarom 2017 — 2018 pokis (Reverzy,
2017). Y doxkyci yBaru nepebysana Moja B IIMPO-
KOMY pO3yMiHHI (He /uIlle Ha OJAT, a 11 Ha IIpUKpa-
cu, Me6ti, Ta iHII pedi), @ 06’€KT HOCTIIHKEHHS B
JTEPAaTypHO-XYMOXKHIN IUIOIIVHI BK/II0OYaB TBOP-
gictp OpatiB I'onkypis, E. 301, O. ne banb3aka,
A. Jope, LII. bopnepa. E.3ona tomo. 'onkypn,
HAIIPUKIIAJ, ACOLI0OBA/IN XKIHOYUIT OJAT 3 €II0XO0I0
I pyroi imnepii: )xiHo4ya Moz cTana y HuX MeTado-
POI0 IMUIIHOTY, MOPOXKHEYi Ta NIBUIKOIUIMHHOCTI
erntoxy. CemiHap moKasas, 10 3/IMIIAETHCA IOTpe-
6a KOMIIIEKCHOTO BVBYEHHS AMHAMIKM MOJHOTO
muckypcy Bif XIX mo XX cT., 03asgK MOJja BUCTY-
I1a€ B POJIi «iH/IEKCHOI IapafiurMi», 3[aTHOI BKa3y-
BaTH HA 3JIaMM B KY/IbTYpi.

MeTtofo00risi MOCTiPKEHHA IMOENHYE iCTOPU-
KO-KYJIbTYPHUI METOJ, CEMIOTUYHMI Ta KOMIIapa-
TUBHUMI aHati3. I]eit KoMIIZIeKCHU TigXif BUsBIIA-
€TbCA HAMOIMBII CYrONOCHUM IIpeMeTy aHali3y,
SlePHUM CMUC/IOM SIKOTO 1TOCTa€ GeHOMEH MOJIN.

PesynbraTy pgocmimkeHHsA Ta iXHE OOIPYH-
TyBaHHA. [lif 9ac mpoekuii BUBYEHHA OUCKYPCY
MOV CYYacHUMMU (PPaHIYSbKUMU JOCTiJHUKAMU
Ha IUIOLMHY XYJOKHbOI JIiTepaTypyu AK aHTPOIIO-

JIOTiYHOI jabopaTopil TOOBHUMM CMUCTIOBUMU
TOYKaMM MO>KHa Has3BaTy aIllOpil0 «4acoBiCTh —
yHiBepcalbHiCTb». @DpaHIy3bKi NMCbMEHHUKMI
XIX — movarky XX CTOMITH BIUIENIN B XyJOXKHIN
naHAmadT CBOIX TBOPIB €1eMEHTU MOAMU, BUKO-
pUCTaBIIN IX, y HepuIy 4Yepry, B XpOHOrpadidHo-
MYy acIleKTi. 3acalHN4a JUXOTOMiA JUCKYPCY MOAM
«MUHYIIOCTi» — «BiYHOCTi», BK/IIOYEHA [0 CEMaH-
TUYHMX IOJB LEHTPAIbHOI TeMU (PpaHIly3bKOI
JiTepaTypu: IOLIYKiB BTpadyeHOro 4dacy. Hasitb y
K/IaCMYHOMY BM3HA4YE€HHI MOJY HaroJjIolIeHO Ha
«MUHYLIOCTi BMKOPUCTAHHA, IO perymoe ¢op-
My MarepianbHux 06’extiB (Grand Dictionnaire
universel du XIXe siécle). Y cBOIll CIIpOMOKHO-
CTi CAYI'yBaTU K/IIOYMKOM IO TAEMHMUIII YaCOBOCTI
MOJJa HE MAa€ KOHKYPEHTIB. 3a CBOEIO IPUPOMIOI0
BOHa BUCTynae edemepHoio (éphémeére), mosask
il BTiIEHHA B KOHKpPETHUX IIPOsIBaX IIOB’s3aHe 3
IIOCTI/IHMM OHOBJIEHHAM, 3BOPOTHOI0 CTOPOHOIO
AKOTO € IPUPEYEHICTh Ha 3acTapimicTb. Came TOMy
Ha MOJly B IUIOLIVHI XyZ0>XHbOI /liTepaTypu 6ibLr
KOHCTPYKTMBHO JVIBUTNCS He JIMIIE SIK Ha 00 €KT,
a, y IIepIll 3a BCe, AK Ha PUTM AMHAMIKI COLiajb-
HO-eCTeTUYHMX 3MiH. IHTepmperanisa Ko>XHOro
MOJIHOTO IIMKJIY SIK MiKpoicTopii, 1110 TpuBae obMe-
JKEHMII TPOMDKOK 4acy, aKIJeHTy€ IIBUIKOIIIVH-
HICTPb 30BHIIIHBOTO OOKY XWTTA, i CTa€ OKY/IApOM
JOCTIi/KeHHs He30arHeHHMX, Ha IepLINil TTOTJIAL,
BHYTPIIIHIX 3MiH Yy IPMPOJI MIOANHN iHAYCTpiab-
HOTO CYCIIi/IbCTBA.

Y muntuxy «JIe6inp» lapap Bopnep Haromo-
mye KOHQIKT MUHYIIOCTi BChOTO, IO HATIEKUTD
30BHIIIHIN CTOPOHi >XUTTH, Ta I103a4acOBOI NpU-
poAyu BHYTpilIHbOro cBiTy. Iliy HEBIMHHUM THC-
KOM MOJIEPHOCTi 30BHilIHI popmu, [0 AKUX Ha-
JIEXKUTD 1 MOJIa, 3a3HAIOTh PYMHALI — HATOMICTD B
OIO3MIIil 10 MX 3MiH BiIKPUBAETbCA BHYTPIIIHA
KOHCTaHTa:

Oominue miti [Tapuxc i 06nuuust, i 36UuK,
Cepue i n100cvke He3mMiHHe, 00NOKU He 8MPe.

CaMme Xymo>XHS JTiTepaTypa CUIOK CBOiX ¢iryp
Ta MeTadop bepexxe 06/IMIYA YaCy eMoX, 110 MIHY-
m. JlitepaTypi BaeTbcs yTpUBaMIUTy Iepionn, AKi
Mojia TIOBCAKYAC orofolye 3actapinumu. Ilpao-
I04M 3 JVICKYPCOM MOJN, JTiTepaTypa BUKOPUCTO-
By€ KOpOTKOTpuBaIi (3 6OKy Mopm) coljiaabHi
KOZIM, 3BI/IbHAE iX 3 ITOTIOHY HEOYTTH, Ha sIKe BOHU
O6ymu mpupedeHi MOAOI0 (SCKpaBUM IPUKIAZOM
BJCTYIIAIOTD IIPIOHE/IEBI YepeBUYKM B «JIIOICHKiN
komepnii» O. ge banbsaka).
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Jlo muraHHA MoaM B TBOpYOCTi banmbsaka
BCE 4acTillle 3BepTAlTbCA CYYacHI [OCTigHU-
ku (F. Meyronnis (1988), C. Marcandier (2011),
C. Doudet (2018). He omnopasoBo mifkpecio-
Bajiacs posb OfATY, B3yTTA y poMaHax «Brpaveni
imosii», «barpko I'opio». Kaponin Jlyne sayBaxye,
IO TIOIpy TO¥ ¢axT, mo banb3ak, 6e3yMOBHO, He
OyB IepuIM, XTO 3BEPHYB yBary Ha O[T Ta MpU-
Kpacy CBOIX IIEpCOHaXIiB, came J10T0 TBOPU MO>KHa
Ha3BaTyl YHIKaJIbHOIO JiTepaTypHOIO CIIpo6oio: Hi-
XTO 1o banbsaka He mpalloBaB 3 TEMOIO MOJY TaK
BupasHo (Doudet, 2018). B crpaterii mobynosu
nepcoHaxka y banb3aka ofAry BigBeneHoO (QyHKIIiO
iHIMKaTOpa XapakTepy Ta COLiaJbHOTO CTaTycCy.
Crasnenns Jliocvena lllapmona me Pobammpe Ta
PacrinbsKka /10 iXHPOTO 30BHIIIHBOIO BUITIALY Y
BiIMOBIJHOCTI O MPOAVIKTOBAHNX MOZOI0 IIPaBIJI
COIiaJTBHOTO JKMUTTS CTa€ BifoOpakeHHAM Ipolie-
Cy Iepexofly MOJIOAMX JIIOJEN BijJ MPOBIHIIINIHOIO
JKUTTA JO CTOIMYHOTIO Ta aKTyasli3ye MUTaHHSA «Ma-
CKI — CyTHOCTi». I'epoi banbsaka BUKOPUCTOBYIOTh
€JIEMEHTH OfIATY TAaKOX I CTBOPEHHA iMIosii, a
caMe — Bpa)KeHHS IPUHAIEKHOCTI 10 6aKaHOI co-
1iasbHOI KaTeropii. OpAr AK Macka J1erKo Ipomu-
Cy€ IIepCOHaXKa y Te CepefoBuIle, CTaTU YaCTUHOIO
AKOTO BiH mparHe. TakyM 4YMHOM, OJAT BKITIOYEHO
y cnoci6 HeBepOaNbHOTO CII/IKYBAaHHSA, 3aBIAKI
AKOMY PO3LIMPIOETbCA PAaMKa 30BHIIIHOCTI Tepos:
M1 6a4rMo 06pas, sIKUI IIPOEKTYE Ha cebe repoit,
CIIOCTEPIraEMO 3a AMHAMIKOIO JIOTO CaMOIIpe3eH-
Tallil y KOHTEKCTi 3 JI0r0 CaMOYCBiIOMJIEHHAM.
IcTopiss BXO>KEHHA MOJOZOL NIOAVHYU B IapU3b-
Knit MopgHWIT cBiT y banb3aka He MoxmmBa 6e3
CIIOTMKAHHA Ha HEBIAIOBIOHICTb KOAEKCY MOAM,
peTeIbHOTO BMBYEHHA MOAM (TyT, AK IPaBUIIO,
repoit orpumae csoro Medicroderns) i Bupimanb-
HOTO KOH(IIKTYy M CTBOPEHMM iTF030pHUM 00-
pasoM Ta BHYTPIIIHBOIO CYTHICTIO repos (JIrocbeH
TYT 3a3HA€ MOpasky, PacTiHbsK 30epexxe BipHICTH
MOpa/JIbHMM IIpaBWIaM, He BiIMOBJIAKOYNCH Bif
HOBuX amb6inin). Takum unHOM, Mopia y banb3ak
6esrocepefHbO BUSBIISETHCS BKIIOYEHOIO Y COLi-
aJIbHO-IICUXOJIOTiYHe TOCTiIPKEHHS, a JliTepaTypa B
«JIromcpKkiit koMenii» HabyBa€ IOBHOTY CBOTO BTi-
JIEHHS B POJIi aHTPOIOIOTIYHOI TabopaTopii.

Astop «Jlroacpkoi komenii» 3 XIX cr. HibU Ku-
mae BUKIMK HaMm y XXI cT.: uM MOXIMBa y Hall
Jac MapKyBaJIbHa C//Ia MOJHOI ieTati, mofibHa 1o
IIPIOHEJIEBMX YePEeBIMUKIB, Ui 36epiraeTbcs moTpe-
6a B HiiT? Y Banp3aka KOHKpeTHa JleTalb MOJIHO-
ro rapgepo0y BUKOHYBaaa (PYHKIII0 MUTTEBOTO,

BUPA3sHOTO iHAMKATOpa i COLia/IbHOTO CTATYCy, i
JKUTTEBOI icTopii nmepcoHaxa. ITpocrexxumo map-
KyBaJIbHy IIOTY>KHICTb IPIOHENEBUX YEPEBUYKIB,
mo ¢irypyoTh B 6aratbox TBopax «JI1oacbkoi Ko-
Mefii», 30kpeMa, B «batbky T'opio». CTBOpIOIOYM
ob6pas («iIxacv dieuura, 3aHa0mMo 2apHa, w00 oymu
4ecHOot, 00s2HeHA AK 00#ecmeo, 6 NpPloHene6uUx
uepesUuKax, 306cim He 3anunexux...» (bambsak,
2022), bamb3ak 3amyckae IMIUTIKAI[ifiHMII J1aH-
L[I0KOK, B AKOMY JJOpOra JIeTa/lb OJATY, 3 yCiMa ITe-
penbadeHNMU MOJTHUM KOJEKCOM 0COOMMBOCTSIMU
BKas3ye Ha 6araTcrBo, HEOCTYIIHE XKiHIli TOTO Yacy
Ha OCHOBI 1i BacHoi nparii («3anadmo zapua, w06
6ymu uecHot»). Y MeXax KylTbTypPHO-iCTOPMYHOTO
npocropy XIX cr. Taka, 3gaBanocs 6, fpibHMUKa,
Majia CTaTycC 3HaKY, 1[0 Hec/la BIYepIHy iHdpopMa-
11i10, LII/IKOM yCyBaro4y HeoOXifHICTb y posuimpe-
HMX COLJaJIbBHUX eKCIUIiKaliax. Ko nmposoguru
napasiesli 3 CbOrofIeHHAM, MOXKHa apIryMEHTOBAaHO
KOHCTAaTyBaTH : 3MiCT Ta CEMaHTUYHA IMIMOMHA, 3a-
KJIaJileHa B IIPIOHE/IEBI YepeBMYKM, MajIM 3HAYHO
OinbIIIe Baru, Hi>k CY4aCHMI IacIopT 41 ineHTI/I(’pi—
KaIlilTHMUI KOJI.

BaxxnmBa ckiIagoBa OCMMCIIEHHS MOJGHOTO IIC-
KypCy Cy4acHUM (paHLy3bKUM JIiTepaTypO3HaB-
CTBOM IIOB’si3aHa 3 (peHOMeHOM Mapcens IIpycra.
Po6epra KamoropTi y cBoilf crarTi Haromourye,
mo IIpycr BukopucroBye Meradopy CyKHi s
pedrnexcii po6otu Hayg pomanom (Capotorti, 2020).
Brnacue, us anamoris obrpyHToBaHa B ece «IIpo
ctunp Onobepa» (Proust, 1920) Ta B ocTaHHBOMY
ToMi enomnei «BigHaligeHnn yac» i MoXke BBayKaTu-
¢ K/IIOYOBOK JJIA PO3YMiHHSA TBOPYOTO METOLY
M. IIpycra.

ITpycT mosICHIOBAB CBiil TBOPYMIT METO/: «A I10-
OymyBaB O CBOIO KHITY, He CMi0 CKa3aTy, aMOiITiii-
HO, sIK c060p, a IpocTOo SIK cykHIO» (Proust, 1927).
[TopiBHAHHA POMaHY 3 CyKHeI0 € MeTadopolo, 1[0
MiJKPECTIOE CKIANHICTD i BOKINMBICTD CTPYKTYPH,
Jie KO>KeH e/leMeHT (LII0B) Ma€e CBOE IIPV3HAYEHHS.
SIK i AKiCHa TKaHMHA, CTWIb HAJJA€ TBOPY €/IeTaHT-
HOCTi Ta Bifjo6paxae yHikanbHicTD emmoxu. g me-
Tahopa TaKOX IMOCTpye nepHopMaTUBHMIT BUMIp
yytaHHA: IIpycr cmopiBaerbcsd, 10 Oro KHuUra
CTaHe A 4YUTa4yiB «pi3HOBUAOM 30iTbIIyBasb-
HUX OKYJIAPiB», AKi JAIOTh MOXXIUBICTb «4UTATH
B C00i», pO3Mi3Ha4YM BIaCHI €eMOLII. Take IopiB-
HAHHA 6e3MocepefHbO BUIUIMBAE 3 JIOTO TBOPYOTO
IIPOIIeCY — TaK 3BaHOTO «IVCbMa-IINUTTs» (écriture-
couture). CBO€E po3[paTyBaHHs Yepe3 BiICyTHICTb
HOTPiOHYUX «IAMipIiB» (JOXATKOBUX apKYIIiB) /IS
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TeKCTy Mapcenb NOpPiBHIOE i3 pO3fpaTyBaHHAM
cny>xHui @pancyasy, Koy BoHa He Ma€ HOTPi6-
HOI HUTKM 4 I'y/I3UKa I INATTA. ['eHeTndHa Kpu-
TUKa HifATBEpIPKY€E Lel Mmiaxif: gocmimpkenna «Di-
oneroBoro 3omuta Ne12» (Wise, 2013) imrocTpye,
Ak IIpyct KoHcIeKTyBaB 0COOIMBOCTI CBOET TBOP-
YOCTi, BUKOPUCTOBYIOYM TEXHIKYy IIOCTYIIOBOTO
36araueHHs TEKCTY 3a JOTIOMOTOIO IIPUK/ICIOBAaHHSA
«ranepori» (paperoles). Lle HeBTOMHe «TarofpKeH-
HA» TEKCTY, SK IarojykeHHda PpaHCya3on cTrapux
CYKOHb, IIePeTBOPIOE MOy (IIMTTS) Ha CTPYKTYp-
HUJI OPUHIVII CaMOTO pOMaHy. Y TakKuil croci6
I[IpycT ponoBHI0€E apceHan MeTadop A miTepary-
PO3HaBYMX po3Binok OyTTs Tekcry (Ienpi Jxerimc
HOpiBHIOBAaB poMaH 3 OyauHKoM, YM6epro Exo - 3
nicom, a Mapcens IIpycT 3 BUKPOIOBaHHAM MOJIHO-
ro Bupooy).

ITopyd4 3 BUKOPUCTAaHHAM IINTTA B METATEKCTY-
aJIbHOMY KOHTeKCTi Mopia ¢yHKIiioHye y IIpycra i
B IHTpaJliereTMYHOMY CBiTi. B amopil «MuHyIicTh
4yacy — BifHaliIeHHA 4acy» MOJa 3HAaXOAUTb CBOE
BMpasHe Micue. [Ina repos-omnosifadya «B momry-
KaX BTPa4ye€HOTO 4acy» MOJIa IIepeTBOPIOETbCA Ha
«IHEEKCHY IapafiurMy», 3JaTHY BiITBOPUTU 00-
nMyuA «BifiHaMgeHoro dacy» (Capotorti, 2020). ¥
XyJO>KHbOMY cBiTi enonei [IpycTa 3acrapini cykHi,
KaIeTIOMKY Ta (ACOHM CIYIyIOTh TOYHUMU XPO-
HOJIOTIYHMMM MapKepaMy [/ OIoBifada. Bonu
IO3BOJIAIOTH IOMY He IIPOCTO 3rafiaTy, @ TOYHO JI0-
KaJli3yBaTy Mofifo a0 eMOIIio B Yaci, IepeTBOpIo-
foun edpeMepHe Ha BiUHMII eJleMeHT mam ATi. [ls
Mapcena mopa, 1[0 MUHYJIA, ITapaJOKCaJIbHO CTa€e
KaTajli3aTOpOM BijHalIJeHH: 4acy.

BUCHOBKM Ta mepcHeKTUBH NOJANBIINUX 10-
cnimKenb. DpaHIlysbKe JIiT€paTypO3HABCTBO Y
TOCTIKEHH] IUCKYpCy MOAY BiIXOOUTD Bifl CYTO
€CTeTUYHOI IUIOLMHM, HAroJIOUIyI4YM MOAY AK
aHTpoIoNOoTiyHy Mogenb. HayxoBui (MoHHeii-
poH, KanoropTi) BUBOAATH MOy Ha PiBeHb KOMII-
JIEKCHOTO IHCTPYMEHTY COILIia/IbHOTO MapKyBaH-
Hs, ICUXOJIOTIYHOTO mopTpery, ¢inocodcpkoro
OCMIIC/IEHHS TIaM ATi Ta 9aCOBOCTi AK PyHAaMeH-
TaJIbHUX KaTeropill. AKTMBHI HayKoBi po3poOku
Li€l TeMU BifKpUBAaIOTb NUTAHHA PO NOTEHLIN-
HUII BUIXi[] 3 €NiCTeMOJIOTiYHOI KpU3M Ha IIIAXY
OCMMC/IEHHS IIUTaHb ifeHTIHOCTi cy6’ekra. [loc-
Bify poboTu 3 nuckypcom Moau banmb3aka i Ilpycra
Bi/JKpMBa€ MOTY)XHICTb MOJHOI feTai K MeTado-
p¥ i B IUIOIIMHI XyIO>KHBOI JIiT€PaTypy AK aHTPO-
HO/I0riYHOI 1aboparopii, i B MeTaTeKCTyalTbHOMY
KOHTeKcTi. He MOXXHa He 3ayBakKuTy, IO JOCBif

pomanicriB XIX — XX cT., mepeBa>kHO IepeOyBae
y ¢oxkyci yBaru HOCTiZHMKIB MOAM SIK HailOibII
BMpa3HMIl Ta MOKa30BMil. TakuM 4YMHOM MU OTpU-
MY€EMO KOMIUIEKCHMII MPETEKCT [I/IA OCMMUCIEHHA
cydacHol miteparypu. [ifxuranisanis XUTrs, 110
Habupae cTpiMKUX 00epTiB, BHOCUTb CBOI KOpeK-
TUBU y TAYMa4deHH:A AMCKYPCY MOAM B CydacHiil
nmiteparypi pisHumx >kaHpiB. IIposegene moci-
JPKEHHA BiIKpUBa€ IEPCIIEKTUBY aHa/li3y NMUTaHb
«OYTU»-«3IABATUCS», «I/T031sI»-«CYTHICTb», CaMoi-
nenTnikanisa cyd’ekTa B HOBUX YMOBaX >KUTTSA Y
HNOPiBHAHHI 3 HOTYXHICTIO po60OTH 3 AUCKYPCOM
MOV IMCbMEHHMKIB-KIaCUKiB.

KoHdnikT iHTepeciB

ABTOp He Ma€ IIOTEHLIHOTO KOHQIIKTY
iHTepeciB, sIKMit 61 Mir BIUIMHYTK Ha pillleHHS
npo ony6/IiKyBaHHA ITi€l cTaTTi.

BUKOpMNCTaHHA WITYYHOrO IHTENEKTy
HITyynuit iHTENEKT Yy [OCHKEHHI He
3aCTOCOBAHO.
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ymosax giliHu. lMokazaHo, wo KamepuHa Opiac 8ubyodosye 06pasz 0omy Ak OyX08HO20 UeHmpy, Micya nam’ami ma cusu, de noeo-
HytombcA 110608, HAOid i 2yMmaHi3am. OnogioaHHA «[oTAr [oAoMy» NOCMAE CUMBOJIOM NOBEPHEHHS He Jiuwie 2eoepachidHoeo, a U
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KniouoBi cnoBa: KamepuHa Opiac; Mmomue pioHoz20 0omy; emiepayis; ideHmMuYHicms; iimepamypa Cy4yacHoi yKpaiHCcbKoi
diacnopu 8 Icnawii.

Nataliya Polishchuk
writer, member of the National Union of Writers of Ukraine,
PhD student, Department of Philology,
University of Salamanca (USAL)
https://orcid.org/0009-0006-3912-1995
prawa@ukr.net

THE THEME OF RETURN AND THE MOTIF OF HOMECOMING
IN KATERYNA FRIAS’ SHORT STORY «EL TREN A CASA»

Abstract. The article analyzes the theme of return and the motif of home in the Spanish-language short story “El tren a
casa” (“The Train Home”) by contemporary Ukrainian writer Kateryna Frias, included in the collection “Tras las cortinas azules y
amarillas” (“Behind the Blue and Yellow Curtains”). Attention is focused on the symbolism of the train, the window, and the road as
metaphors of inner movement, the search for identity, and the restoration of the connection with the homeland. Special emphasis
is placed on the artistic interpretation of the emigration experience, the phenomenon of “frozen time,” and the correlation between
personal and collective memory in the context of war. It is shown that Kateryna Frias constructs the image of home as a spiritual
center, a place of memory and strength where love, hope, and humanism intertwine. The short story “The Train Home” emerges as
a symbol of return that is not only geographical, but also existential - a rediscovery of life’s meaning through helping others and
preserving one’s identity.
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¥ 2025 pouii B icaHCbKOMY BU/IaBHULTBI «AJIb-
¢dap» cBiT mobaumna KHMra Cy4acHOi MOJIOHOI
ykpaincbkoi mucbMeHHu1i Karepuun ®piac «Tras
las cortinas azules y amarillas» («3a cunimn i xoB-
TUMM TapMHaMK»), HalMCaHa iCIIaHCBKOI MO-
Boto. Ile 36ipka onoBimaHb, AKa MOPYIIYE, 30Kpe-

Ma, TEMM MOBHU, eMirpaiii, MOIYKY if€HTMYHOCTI,
Ky/IbTYPHOI Ta icTopm4HOi mam’Ati. 3a 3maBanocs
0, Ha Iepuuii MOIIAK NMOOYTOBMMM icTOpisiMM
PO3KpMBA€ETbCA eMOLjifiHa ¥ pedieKTUBHA IIpO-
3a, y sSKiil HasiBHe ITIMOOKe OCMUC/IEHHS JIIOIChKOI
criikocti B yac BijiHu. KHura toro >x poky 6yma
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IIpe3eHTOBaHa Ha MaapuacbKOMy KHIDKKOBOMY
APMApKy Ta I IIMPOKOTO KOja YKPAIHChKUX 11
iCITaHChKUX YUTAYiB.

Karepnna ®piac Hapogunaca B JIyraHcbKy, Ha-
Byanaca B Kuesi, a srogom npoxxusana B Himeu-
4yyHi. 3pemToro ocenunacs B Icnanii, e mepemorna
B OTHOMY 3 iCITAHCBKMX JIiT€PAaTyPHUX KOHKYPCIB.
Bona - moJlINOTKa, afpKe BOJNOAIE YKPaiHCHKOIO,
HiIMeIIbKOI0, aHT/IiMIChKOIO Ta iCIIaHChKOI0 MOBaMMI.
36ipka «3a cuHIMM i )KOBTUMM TapAyHAMU» — Jie-
010THa B TOPOOKY NMJMCbMEHHUI, OJHaK 3HAKOBA,
aJpKe, AK 3i3HaeTbcA cama KaTepuHa, BoHa 37j0/1ama
IOBIMIT NUIAX [0 il HAIIMCAHHA Ta € 0COOIMBO BaXK-
nuBolo 1A Hei. Ie Toit 3rycTOK eHeprii Ta 6ajkaH-
Hs BUCTIOBUTHCS, AKE BiTUYBAETbCA BXKeE 3 MEPIINX
CTOpiHOK. binpuie Toro, AiaclmopHOro TeKCTy, Taki
BUJIAaHHA € JIy’Ke BOXIMBUMMY, ajpke Oinblne pos-
KPMBAIOTD CBiTYy YKpaiHy. 36ipka He € IepeKIaioM,
a CKJIA[Ja€TbCA 3 NECATH OPUTiHa/JIbHUX OIOBiflaHb,
y SAKMX Oifb i C1b0O3Y, IepeIUTiTAloThCA 3 HaJi€o i
BHYTPIlIHbOXO CUJIOKO.

Hamy ysary npusepnyno onosifanua «Ilorar
IomoMy». Y>Ke B caMill Ha3Bi ClIOBa «J[iM» Ta «I10-
i3/1» OKPEC/IIOITh TOJIOBHY TEMY ITOBEPHEHHA. 30-
KpeMa, 06pas Ioi3zia TyT — Lie 11je Ji CUMBOJI pyxy. Y
TBOPI Bififj3€pKajIeHO 1 TEMY ITOIIYKY CEHCY JKUTTA.
BigTak moTsar MIUTH, SIK i KUTTS, ajie s TOJIOBHOI
repoiHi, AKa MOBepTa€TbCA B YKpaiHy, Tikapku-gi-
siorepaneBTky Hapil, 1eil pyX cypoBOIKYETbCA
MEeIUTATUBHUM 3aHYPEHHAM Yy BJIaCHi crorajgu i
3arajJibHUI PUTM KOHTPACTYE 3 BHYTPILIHIM MOHO-
JIOTOM TIepCOHaXKa, AiICHO Harafy4u CTaTUIHUIA
CTaH JIIO[VHY, fIKa CUUTDH Yy MOTA3i, 1[0 MPOMU-
Hae Bce HOBI if HOBI neii3axi: «El tiempo en el tren
siempre era algo especial, como si pasara volando y,
al mismo tiempo, se detuviera. Era como si estuviera
atrapada en algiin lugar intermedio para ese tinico
dia, entre el futuro y el pasado» (Frias, 2025, p. 35)
(«Hac y noi30i 3aexou 6ys uumocv 0coonusum, HioU
nponimas i 6o0Houac synunascs. Hibu 1 na moii
€0UHULL OeHb 3acmpsiena decb nocepeOuHi, Mix mati-
OYMHIM | MUHYIUM).

Takox 1meil ypMBOK BMPA3HO imIOCTpye Bifl-
9yTTS «3aCTUIJTIOTO» 4acy, sIKe 3HalioMe 6araTbom
mirpanTam. | cripaBpi, B emirpariii ocobmcTuit dac
PO3XOANUTbCA 3 KOJNEKTMBHMM — JIIOAVHA HaMara-
€ThCA AlalITyBaTUCA IO HOBOI PeayibHOCTI, TOJI AK
3B’A30K 13 O6arbKiBIIMHOI nocmabmoerbesa. OTxe,
Jac 330BHi MIIHA€, 3MIHIOETHCA, ajle 0COOMCTMI 9ac
TIOAVHU Te4de ITO-CBOEMY, HAIIOBHIOYNCH IOJifA-
MU, eMoLiAMM Ta iHmuM 3mictoMm. Ile ogna 3 mpo-

67eM, AKy BUCBITIIOE eMirpaHTCbKa JiTeparypa.
Posam y vaci Takoxx MoB’A3aHuii i 3 mpocropom. B
eMirpanii TofMHa HaMaraeTbcsl HibM Ha3[OrHATH
HOBY peajbHiCTh, 30arHyTy ii ABWINA, BIMCATUCH
B CYCIIJIbHI Ipouecu, y TOM 4Yac AK pifHa KpaiHa
IIPOJIOBXXY€ PYXaTUCh BIACHOIO TpaeKTopiero. JIio-
IIVHA B>Ke He «TPMMA€E PYKy Ha IYJIbCi», epedyBa-
104l 11033 iHPOPMALiifHNM Ta Ky/IbTYPHUM HOIEM
pimHOro momy. Bifrak yac pospinAerbca A Hel Ha
etany >XUTTA. 714 6araTbox yKpalHCBKUX Ilepece-
JIEHIIIB TaKMUJ HOBMI eTall — Ile Yac BIMfHM Ta 4ac
npuisay Ta poku B Icnamnii.

Hapia sragye: «Pensé en su etapa como joven
universitaria, cuando a menudo tomaba el tren
desde su hogar en el este de Ucrania hacia la capital,
donde se ubicaba la universidad» («Bona 3eadana
c60i cmydeHmcoki PoKu, KOnu 4acmo i3ouna no-
i300m 3i c6020 0omy Ha cx00i YKkpainu 00 cmonuui,
de posmauiosysascs yHisepcumem»). Yacopa ma-
pazenb: MONOJA TepOiHA MYUTD 0i3goM 31 Cxomy
Ykpainu 1o Kuepa. Y npomy mpocrynae it aBTo-
6iorpadiunnit motuB - Karepmua ®piac Takox
HaByanach y Knesi i 3a ium TekcToMm Ta 6aratbMa
iHmMMM My HiOM YKMTAaEMO MeTaicTOpil0 MNCh-
MeHHMLI. ['eorpadis onosifaHHA oxommoe Ykpa-
iny (cxip i crommio), ITonbmy (depes axy Hagis
HOBepTAEThCAA fofoMy), HimeuunHy (B KOHTeKCTi
Hpyroi cBiroBoi BiltHu), Icnanito (a came MicTo
AJliKaHTe, Jle € Be/IMKa yKpalHCbKa iacriopa Ta sAKe
3arafly€TbCA, AK OFHE 3 OCTaHHIX MiCIb IPOXKVMBaH-
Hs TepoiHi).

ABTOpKa HaMara€TbCs YHUKATU KOPCTKOI KpM-
TUKIM BifHM 4¥ HAATO €MOLIHOTO 3acy[>KeHHA
arpecopa, IpoTe Iie BiflYyBa€TbCA Ha PiBHI Ha-
CTpOI0, HAC/Mi[KiB 1 TpaBM, fAKi IIpUHeca BiliHa, a
IMOVHA MepeXXNMBAaHb CTBOPIOETHCS i IepelaeTh-
CsA 4yepe3 KOHTPACTM, IO € TaKOXX XapaKTEePHUM
nna ctumo Karepunn ®piac. Hanmpuxmam: «Qué
apacible y tranquilizador se ve este paisaje, pensé. Al
otro lado de la frontera, en su pais de origen, lo mds
seguro es que la misma escena no le transmitiese
esta sensacion de paz» (Frias, 2025, p. 35) («Akuii
MUpHUTL | 3acNOKINUBUL 8UTIA0 MAE Uell Neti3ar,
nooymana éoxa. Ilo moii 6ik kopdouy, y ii pioniii
Kpaini, HatiimMosipHiule, ma cama cueHa He eUKIU-
kana 6 y Hei maxozo 8i0ouymms cnokoio»). Ileisaxi
B TBOpaxX MICbMEHHMUIII — He e (oH, a YacTNHA
BHYTPILIIHBOTO CTaHy repois. Katepuna Bano su-
KOPUCTOBYE IX AK KOPOTKi peMapKl, AKi Halal0Th
TeKcTy MeTadOpMIHOI aMOPTK3allil, TOTYIOUN YU-
Taya 10 CKIagHimmx ¢parmeHTiB. Takum 4nHOM
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icTaHOMOBHA ay#guUTOpiA [i3HA€TbCA, WO Bimgdy-
BAIOThb YKpalHIli, AKi acolialil y HUX BUK/INKAIOTh
II€BHI MICLIs1 YU KPAEBUIA.

Y TtBOpI JieThca TakoXK po Ipyry cBiTOBY Bili-
HY, MiC/IA AKOi 6y710 cOpMOBaHO HOBMIT CBITOBUII
NOpAMOK i Koponu. I came 1eit 1ai HUHI 3HOBY
NOpYyLIEeHNI — BiliHa NOBepHynach y €Bpomy Ta
PYITHYE MOAChKi XXuTTst: «Estos cambios llevaron al
desplazamiento de miles de personas que se vieron
obligadas a abandonar sus hogares para siempre.
De un modo similar, pero sin tener el beneficio de
nuevos territorios, el vecino oriental (el mismo que
entonces), apoydndose en su poder militar intentaba
hoy sustraer partes de su pais, Ucrania, dejando
vidas destrozadas y hogares muertos. Ella, igual que
sus muchos paisanos, tuvo que marcharse en busca
de un nuevo destino donde echar sus raices. Su vida,
como la de otros, sufrié un antes y después en el
invierno de 2022» (Frias, 2025, p.36) («LIi 3minu
npussenu 00 nepemiujeHHs mucsy awoeil, SKi Oynu
3MyuieHi HAa3aexou nokunymu ceoi oomisku. Tak
camo, ane 6e3 MONIUBOCMI ompumamu Ho8i me-
pumopii, cxionuti cycio (moti camuti, wio i moodi),
CNUPAOYUCH HA C8010 BiliCbKOBY Milb, Cb020OHT HA-
Mmazascs 6i0ibpamu wacmuny it kpainu, Yxpainu,
3anuwarndu nicis cebe 3pytiHO8aHi HUmMms i no-
poxcHi domieku. Bona, sk i 6azamo ii cnissimuus-
HUKi8, MYCUA BUIXAMU 8 NOULYKAX HOB020 MiCUs,
de moxcHa 6yno 6 nycmumu kopinus. Ii scumms,
AK | HUMMS THUUX, 3A3HATI0 KAPOUHATIOHUX 3MiH
83umky 2022 poxy»).

Takoxx B ONOBiflaHHI HEBUIIAIKOBO 3 AB/IAETH-
Cs1 CMMBOJTIYHUI 00pa3 BiKHa, KPi3b sIKe AMBUTHCS
repoins. KoHKpeTHO - Iie BiKHO I0i3/ia 3 OCIHHIMI
HObCPKMMU TIefi3a)kKaMu Ha mmif i34l o Ykpainu.
Are 3a HUMM BiIKpUBa€TbCs Habararto Oinbiie. e
BHYTpillIHE «BiKHO» mam ATi. fK i, 0 pedi, B iHIMX
tekcrax Katepmnm @piac. Hanpuknaz, B onosi-
maHHi «La noche de la tormenra» («Hig 6ypi») 06-
pa3 BiKHa 3'SAB/ISAETHCS IJOHAJIMEHINE [IBidi: KON
Tansa yexkae Mapuny B kaB’sipHi i komu MapuHa
ime B MalIMHI, JUBASAYUCH KPi3b BikHO: «Con una
mirada ausente, Marina observaba los edificios
grises que pasaban detrds de la ventana del coche,
mientras su madre conducia» (Frias, 2025, p. 46).
(«3 sidcymmuim noensdom Mapuna cnocmepieana
3a cipumu 6y0ienamu, WO NPorimanu 3a 6iKHOM
aemomo0ins, noku ii Mamu Kepysana MamiuHow»).
Tyt 06pas BikHa — Ije Me)Ka MiXK BHYTPIIIHIM i 30-
BHIIIHIM, CIIOITIAAHHAM 1 [i€10, MUHYIUM 1 Telle-
pimrHiM. Y TekcTi «Almas inquietas» («HecmoxiitHi

Iylli») — JIETKMII TIOPUB BiTPy 3 BiKHA 3/IyBa€ Ia-
nepu JleHnca; Takox BiH yekae Hatasito came 6ins
BikHa y Kade. Il MOBTOPIOBAHICTD IIbOTO MOTUBY B
pisHUX TBOpax poOUTbH JIOTO CTPYKTYPOTBOPYUM
€/IeMEHTOM i Bi3ya/IbHOIO OIIOPOI0, 1110 GOPMYE €]1-
HicTb 36ipKy Ta iHAMBifyambHMII ITOYepK. [Jomos-
HEHHSM BUCTYIa€ 00pa3 >KOBTO-OTaKUTHUX Tap-
IIVIH, AK CUMBOJI YKPaiHChKOI ileHTYHOCTi!

HesBakawounm Ha CKIAgHICTh TeM, TOH OIIOBi-
JAHHA 3alMIIaeTbcAa CBiTMM. IloBepHeHHA [O-
IOMy He € aKTOM Bif4alo, a MposABoM Hafii. Tomy
iM'sa ronoBHOI repoini - Hapia. ABTopka Hi6u
MiIKPECIIIOE, 1110 B Yacy BilfHM ITIOBEPHEHHS MOXe
OyTV BYMHKOM, CIIOBHEHVMM CEHCY, CMiMBOCTi 1
mopganocti. o x smymye Hapiro ixatu gogomy,
irHOpyrouM 3arposy A >XuTTA¢ I Bifnosigs Ha e
IUTAHHA ITOCTYIIOBO PO3KPVBAETHCS Yepe3 BUOIp
TOJIOBHOI IepoiHi, il MOHOJIOTH 1 [jia/loru, AKi BMi-
mieni B TekcTi. Takum uynHOM, onoBimanus «El tren
a casa» € CBO€pimHOI MeTaopoI0 BiIHOBIEHHS
3B’13Ky 3 6aTHKiBIVHOIO.

MotuB pifHOrO IoOMy — Ij¢ METaMOTUB y TBO-
pax Karepuuu ®piac, ujo Bizobpakae eMOLiitHUI
3B’I30K 3 MiClleM, fIe 3pOCTamyu repoi, BKIIOYAE
HOYYTTS TYTH, MI000BI 10 PiIHOTO Kpalo, a TAKOX
iHOZi po3/ymMy IIpO BTpadeHi MOXK/IMBOCTI a60 3Mi-
HI, O BigOymuca. Bin nposABisaeTbes yepes onu-
CU NIPUPOAY, CIMEMHUX Tpafullill, 3TafikKi IIpo Te,
AK Miclle HapO/PKeHHS BIUIMBAa€ Ha (GOpPMYBaHHSA
ocobucrocti. Kpim Toro, sx 6ayumo, B 36ipui BiH
TAaKOXX TIOB A3aHMII 3 TEMaMI ifeHTUYHOCTI 11 To-
myKy cebe. MOTMB PiTHOTO JOMY B eMirpaHTCBKill
JITEpaTypi € OFHUM i3 TOJIOBHUX, WO HO3BOJIAE
MUTLAM BUPa>KaTU CBOI eMOLIil Ta MipKyBaHH:A IIPO
BA)K/IMBI aCIIEKTH JIIOJCHKOTO NOCBify.

AKi )X BUKIVKM B eMirpanii o4iKyBaay TOJIOB-
Hy repoiHio? fIk cama 3asHadae, BOHa BXXe Maja
JOCBIfl JKUTTSA 3a KOPJOHOM, TOMY IIPUYMHOIO I10-
BepHEeHH: 0y/I0 He MOYYTTA HOCTAIbIii, [0 9acTo
CYIIPOBOJIXKY€E MIrpaHTiB abo HeBjaui B Iporeci
apanranii. HaBmaku, Hagisa yynoso Bomopie Kinb-
KOMa MOBaMM (5K i MMCbMEHHMIIS), JIETKO BOMpPae
HOBI1 3BIMYKM Ta 3HAE, IO TaKe IIOYMHATY 3 HYJIA i
110 TaKe CyM 3a PiIHUM Kpa€eM, KU iHOJi Haragye
npo cebe sHatoMyMy obpasamu. Katepuna omncye
L[eJl CTaH Ha[3BUYAHO TOYHO: «Y aunque se sentia
fuerte tras haber superado este reto, extraniaba su
hogar de una manera muy peculiar. Cada dia, en
momentos especificos, le aparecian imdgenes de los
lugares cotidianos en su mente: el patio de su casa,
la cafeteria en la calle de abajo, donde solia tomar
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un café por la manana, el mercado del centro, donde
compraba la fruta los domingos, y muchos otros
lugares habituales». («I xoua eéoHa eiduysana cebe
CUNILHIUA010 NICTIA NOOOIAHHA 14020 BUKNIUKY, YCe
JH 60HA OYxHe cymysanda 3a ceoim domom. IIJooHs,
8 nesHi MoMeHmU, 6 ii 2071061 3’s6nANUCT 00pA3U
38UMHUX MicUp: 08ip ii 6YOUHKY, KAB APHA HA 8-
Uyl 6HU3Y, de 80HA 3A36UHali NUNA KAy 6PAHU,
PUHOK Yy ueHmpi, de 80HA Kynyeana @pykmu no
Hedinax, ma 6azamo iHUWUX 38UUHUX Miclb»). 31a-
BajIocsi 0, MX 3BMYATHUX, MOBCSAK/IEHHUX peveit
He 6pa1<ye 1 B IHIIMX KpalHax, aje Jaulle B pifHO-
My KOHTEKCTi BOHM HaOyBalOTb 3HAYEHHs «CBOTO»,
ocobucro mepexxuroro. [lam aBTOpka IpOMOB-
xye: «Al principio, estas imdgenes le venian a la
cabeza con mucha frecuencia, pero con el tiempo se
fueron apaciguando. Lo que temia era que un dia
desaparecieran para siempre. Quizds fue la razén por
la cual decidié emprender esta aventura» (ctop. 36)
(«Cnouamxky yi 06pazu cnadanu iti Ha OymKy OysxHe
4acmo, azne 3 ACOM 60HU CMAnu 3Hukamu. Boxa
bosnacs, w0 00H020 OHA 80HU 3HUKHYMb HA3ABH -
ou. Mosxnueo, came momy 80HA BUPIUUNA N0200U-
mucst Ha Yo npueody»). Crpax — 3a0yTy BIacHMI
[iM, OUTMHCTBO, BTPATUTU IIaM SITh TPO 3HANO-
Me — ITIMOOKO JTIOfChbKMil. 3a0yTTs TyT JOPIBHIOE
3HIKHEHHIO, HeiCHyBaHHIO, Iie BTpaTa cebe, CBOTro
MMHYJIOTO Ta iIeHTUYHOCTI. I came TyT My oTpuMy-
€MO YiTKY BifIIOBilb Ha MUTaHHA IIPO MOTHUBAIIilO
repoiHi: «...ella volvia a su pais para ayudar. Sentia
que podia contribuir con sus habilidades a algo
tangible, que su vida podia adquirir un significado
mayor» («...60HA NOBePHYNACT 00 C60€l KpaiHu,
uy06 donomozmu. Bona eiouysana, w0 moxce c60i-

Mu 30i6HOCMAMU 3POOUMU W40CL KOHKPemHe, W0 1T

HUMMS MOxe HAbymu binvuiozo ceHcy»). Karepu-
Ha BKOTpe€ IMiJHOCUTD PO3IOBilb O PiBHA 3arajb-
HOJTIOAICBKUX I[iHHOCTEIl: JOIOMOra OMMKHbOMY,
BiYyTTA MicCii, HAIOBHEHICTb XUTTS BUILNM 3MicC-
TOM — Iie yHiBepca/lbHi MOTUBY, AKi MOXYTb OyTH
3pOo3yMiIMMu Ta 61M3bKVMMIU MIMPOKilt ayauTopii.
Y TBOpI 3ragyerbca mie ofHa BaXKIMBa JIOKa-
Lid - icraHcbKe MicTO AJliKaHTe, fie 30cepenKe-
Ha Be/IMKa yKpaiHcbKa rpomazga. Takox 3a mum
¢dbparMeHTOM IpOCTyIa€ ii OMNC, HAIpUKIAZ, SAK
IpefCTaBHUKN [iaCTIOpM HAMArarTbcsA OyayBaTH
CBOE HOBE XXUTTA 3a KOPJJOHOM 1 HaBiThb BijKpuBa-
Ty MasieHbKuii 6isHec. TyT mie yKpaiHcbKa acoriia-
11if, € yKpalHChKMIT {iM Ta XXiHoumit Kiny6, peasnisy-
I0TbCS iHIII iHiniaTuBK. «Una cosa es dar masajes
terapéuticos en su pequefio estudio de fisioterapia

alquilado en las afueras de Alicante, y otra muy
distinta ayudar a los veteranos de guerra a ponerse
en pie, aunque para muchos significara algo mds
metaforico que real» (Frias, 2025, p. 37) («O0He dino
pobumu mepanesmuuHull Macax y coiti maneHo-
Kiil opeHOo8anili giziomepanesmuuniii KniHiyi Ha
oxonuui Anikaume, a 308cim iHuie — donomazamu
semepaHam 6iliHu cmamu Ha HO2U, Xo04a 07 baza-
Mvox ye 0yn0 He MemadopuHHUM, A PeanbHUm»).
®pasa «ponerse en pie» HabyBae GyKBaJIbHOTO
3HAYeHHs — Ile BXXe He MeTadopa, a KOPCTKa pe-
anpHicTbh. SIK 3asHaueHO fani: «ayudarles a apreciar
la vida que para muchos nunca seria como antes»
(«Zlonomoemu im yinysamu summs, axe 011 6aza-
Mvox Hikonu He 6yde makum, Ak pariuie»). Texcr
Jla€ MOX/IUBICTD 30arHyTH, 1O LiHHICTD KUTTS Ta
BMiHHA JIOTO ITPOXXNUTY — HaIBOK/IMBIIII.

IHTOHALig ONIOBiaHHA 3MIHIOETHCS, KON 3 SIB-
TIAAE€ThCA JIiajI0T, HACTPiil TOJIOBHOI TepOIHi CTa€ pi-
myyvimmm. Hatpanndaemo Ha KupuIndHe NUCbMO i
XapaKTepHe YKpaiHCbKe BiTaHHA: «[Ipusim!», Bupi-
JIeHe KypCUBOM i3 IosicHeHHAM BHuU3y: «Hola! - en
ucraniano». OT>Ke, TeMa IOBEPHEHHSA TYT TpPaHC-
MI0ETHbCA 1 Ha piBHI MoBU. Pasom i3 Tum TBOpM Ka-
tepunu Ppiac cTaoTh fegani 6araTIIMMM CTUTIC-
TUYHO — 3 SIBJISIETHCA Oi/Iblile iCIAaHCHKUX BUPasiB,
JIEKCUKM, IO YPi3HOMAHITHIOE TEKCT XYOXKHbBO I
KY/IbTYPHO.

A pami 7ijie mepenik yKpalHChKMX iMeH i mpis-
BIIII NIAIli€HTIB, KOXKeH i3 AKX NoTpedye JOImoMo-
ru. | 3a KOXKHOI Takolo icTopieto — 6inb i BitHa:
MOJIOZIi BOIHM YM HABITb [JiTH, a camMe BOCbMUPid-
Ha JIiBYNMHKa, 10 I0TpeOye MpOoTe3yBaHHs HOTY Ta
BiJIHOBJIEHHsI, TOX IIOIaHO KOPOTKi dakTu i Me-
nu4Hi pekoMeHpanii. Emoniitni peaxuii Hapii Ta ii
Konern 1 nmomivanni HaTamii B 11ei1 yac — 11e Cirbo-
31, CIIIBYYTT:A, BOGHOYAC HAMaraHHA TPUMATUCA 1
IepefaTy iHIIMM CBOIO BIIEBHEHICTb Ta HAJil0 Ha
Kpallle, Ha IOBEPHEHH: 10 MUPHOTO XXUTTA I Ofy-
>)kaHHA. OTXe, 3 TOHAJIBHOCTI OINOBifi cTa€e 3po3y-
MiJIO, IO 1Lie MIOBEPHEHHA IIic/IA pOKiB eMirpauil €
OCTATOYHMM.

3aBeplIa/IbHUM 1 CWIBHUM QaKOPJAOM 3By-
YUTb TBEP/)KE€HH:, IPOIiHATe ryMaHisMoM: «Pero
estamos donde nos necesitan y donde podemos
ayudar. Somos afortunadas, ;no te parece?» («Ane
MU mam, 0e Hac Nompebyomo i 0e Mu MOHeMO 00-
nomoemu. Ham nowacmuno, uu He mak?») lle pu-
TOPUYHE NMTAHHA 3aK/IMKAE 10 PO3AYMiB, IO TaKe
IIacTA Ta 4M MOXK/IMBe BOHO 3a uux ymos? Ilacrs,
IIepeKOHY€e aBTOpKa, OyTy TaM, fe TU IOTpibeH,
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OyTV KOPUCHMM, 3HATH, IO TU peasli3yell CBO Mi-
Ciro, T — BJJOMa, Ta He JIMIIIe IIOBEPHYBCA JJO CBOTO
KOPiHHA, a 11 JOIIOMara€ul IoBEepTAaTUCA [0 HOP-
MaJIbHOTO >XUTTA iHmmM. Ile Ta 1yxoBHa cna, fiKa
nepeMara€ OOCTaBVHM JI HAIlOBHIOE OIIOBiflaHHS.
IIim — Tam, e TeOe YEeKaIOTh...

KoHdnikT iHTepeciB

ABTOp He Mae NOTEHLIHOTO KOHQIIKTY
iHTepeciB, AKMil 6 Mir BIVIMHYTM Ha pillleHHA
IIpO OIyO/TiKyBaHHSA IIi€l CTATTI.

BMKOPUCTaHHA WITYYHOrO iIHTENEKTY
IITyynuit iHTENEKT y [OCHI/KEHHI He
3aCTOCOBAHO.
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CYTAHA AK BECTUMEHTAPHUIA KOO XYAOXHbOI NMPO3U
»KOP>XA BEPHAHOCA (HA NMPUKJIALI POMAHY
«WOAEHHUK CJIbCbKOIO CBALWEHHUKA» TA OAHOVMMEHHOI
KIHOAAANTALII POBEPA BPECCOHA)

AHoTauis. Y ¢pokyci docnioxeHHA nepebysde aHaniz 8eCMUMeHmMapHo2o Kooy KamosuybKoi CYmaHu K 8UsA8Y XpUCMUAHCb-
K020 OUCKYpCY 8 pOoMaHi npedcmasHuUKa Kamonuybko2o nimepamypHoz2o 8iopodxxeHHA 006U ModepHizmy Kopxa bepHaHoca —
«lLJoOeHHUK CinbCbKo20 CB8AUEHHUKA», A MAKOX (020 3icmasHuli aHani3 3 00HOUMEHHO KiHOa0anmauiero paHyy3suK020 pexu-
cepa-miHimanicma Pobepa bpeccoHa. 3a80sKU 8UKOPUCMAHHIO iCMOPUKO-Ky/TbMypHO20 Memody, ceMiomuku, JimepamypHoi
2epMeHesMUKU, heHoMeHos102ii ma iHmepmediansHo20 aHanisy, 008e0eHo, W0 C8AUEHHUYA CYMAaHad € He 0eKOpamugHUM eJle-
MeHMOoM JlimepamypHo20 i KiHeMamoezpagiyHo20 mexkcmis, a po3KpUBAEMbCA, AK 3AcadHUYuUl cemiomu4HUl 8y3071, WO 8IOKPU-
8ae MemacizuyHy 2nubUHY 1100CbKOI Opamu neped 1uyem maiHu NOKAUKAHHSA, HEMUHYYOCMi CMPaXX0aHHs, CNOKYCcU 8i0peyeHHs,
Micmepii xepmau, Wo € hyHOameHmManbHUMU Kame2opiamu 6epHaHociscbko2o Mikpokocmy. Hacamneped 3anponoHosaHo icmo-
PUKO-Ky/TemypHUU eKCKYpC 8 2eHean0zito CUMBOIYHO20 3HAYEHHA KamOJIUYbKOI CymaHu: NOKA3aHo, AK 8iono4amky Heo608'a3-
Kosuli eniemeHm o052y OyxisHUUMEd, Wo cnepuly hyHKYIOHY8A8 AK eneMeHm CMaHo8020 PO3PI3HEHHA Y CyCNinbHIl NIOWUHI, 8i0
yacig TpudeHMCcbK020 cobopy Habysae cb0200eHHOT 06pA3HOI 8a2uU, A came NPUCYMHOCMI CAKPA/IbHO20 8 YdpUHi NpohaHHO20,
HebecHO20 8 3eMHOMY, d 8i0N08IOHO U xapakmepy 0608’A3k08020 8XXUMKY. [Joc/ioxeHO icmopuy4HUl CUMBOI3M YOPHOI CymaHu 8
Kamosnuybkil mpaouyii, o cmae 20108HUM 8eCMUMEHMAapHUM 06pasom 6esimeHHoz20 Kiope 3 AM6pikypa. o-Opyze, npoaHasni-
3080aHO 8¢i 32a0KU npo nimypeitiHe U no3animypeiliHe o61a4yeHHs 6epHAaHOCiBCbKo2o npomazoHicma. [JosedeHo, Wo 8 nimepamyp-
HOMY meKcmi CymaHa cmae 3puUMUM 3HaKOM He3pUMO20 eK3UCMeHUilIHo20 KOHG/TIKmY, W0 PO3KpUBAEMbCA Y MPbOX peicmpax:
CYMaHa sK 3HAK coyianbHoi 8i0OKpemIeHoCmi, CymaHa sk 308HilUHIl esleMeHm x8opob/1ue020 Mind, 3HAMMSA CYmMAaHu sk 0yxoeHe
gi0peueHHs 8i0 8/1CHO20 NOKTUKAHHSA. [To-mpeme, npedcmasneHo aHasniz 6peccoHiecbKoi KIHOMOBU, 8 MeXax AK020 NOKA3dHO,
wo me came pOMaHHe CUMBOJTiHHE HABAHMAXXEeHHA CyMAaHU AK MemaghiauyHo20 U eK3UCMeHUiliHo20 3HAKy 8 KiHoadanmauii pos-
Kpume 3a80saKu pobomi cgaimaomiHi, MOHMAaxy, iHmep'epam, mny, nay3am, N08Mopam, akmopcekiti pobomi 3 minecHicmio. 3pew-
moto, 3anpONOHOBAHO KOMNAPAMUBHUU 3pi3 limepamypHoi' ma KiHemMamoezpagidHoi Mos, 0e NOKA3aHo, AK 8 iHmepmeodiasbHili
naowuHi obudsa Mmucmeymeda npaurmMe 3 EQUHUM CeMioOMUYHUM NoJsiemM i 00N0BHIOMb 00HEe 00HOZ0.

KniouoBi cnoBa: )Kopx bepHaHoc, Pobep bpeccoH, hpaHuy3ekul nimepamypHuli MoOepHizm, Kamonuyske nimepamypHe
8i0pOOXKEeHHS, CUMBOJTI3M 0052y, cemiomukd, iHmepmedianbHicme.
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CASSOCK AS A VESTIMENTARY CODE IN GEORGES BERNANOS'S FICTION
(BASED ON THE NOVEL “DIARY OF A COUNTRY PRIEST”
AND ROBERT BRESSON'’S FILM ADAPTATION)

Abstract. The article focuses on the analysis of the vestimentary code of the Catholic cassock as an expression of Christian dis-
course in the novel «Diary of a Country Priest» by Georges Bernanos, a representative of the Catholic literary revival in the context
of literary modernism, as well as a comparative analysis with the film adaptation of the same name by the French minimalist
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director Robert Bresson. Through the use of historical-cultural methodology, semiotics, literary hermeneutics, phenomenology,
and intermedia analysis, it is demonstrated that the priestly cassock is not a decorative element of the literary and cinematic texts,
but it unfolds as a fundamental semiotic node that reveals the metaphysical depth of human drama in the face of the mystery
of vocation, the inevitability of suffering, the temptation of renunciation, and the mystery of sacrifice—which are fundamental
categories of Bernanos’ microcosm. First, the research offers a historical and cultural overview of the genealogy of the symbolic
meaning of the Catholic cassock: it demonstrates how this initially optional element of clerical attire, which in the beginning func-
tioned as a marker of class distinction in the social sphere, has acquired its current figurative significance since the Council of Trent,
namely the presence of the sacred in the realm of the profane, the heavenly in the earthly, and, consequently, its mandatory use.
The historical symbolism of the black cassock in the Catholic tradition is examined, as it becomes the primary vestmentary image
of the nameless curé of Ambricourt. Second, all references to the liturgical and non-liturgical vestments of Bernanos’ protagonist
have been analyzed. It is demonstrated that in the literary text the cassock becomes a visible sign of an invisible existential conflict,
which unfolds in three registers: the cassock as a sign of social isolation, the cassock as an external element of a sick body, and
the removal of the cassock as a spiritual renunciation of one’s own calling. Third, the analysis of Bresson’s cinematic language is
presented, demonstrating that the same symbolic significance of the cassock as a metaphysical and existential sign in the film
adaptation is revealed through the use of light and shadow, editing, interiors, sound, pauses, repetitions, and the actors’work with
physicality. Finally, a comparative analysis of literary and cinematic languages is proposed, demonstrating how, in the intermedia

plane, both arts operate within a single semiotic field and complement one another.
Key words: Georges Bernanos, Robert Bresson, French literary modernism, Catholic literary revival, vestimentary symbolism,

semiotics, intermediality.

Beryn. XypmosxHilI MiKpOKOCM IIpe[iCTaBHMKA
¢dpaHIyspKoro MopepHismy, Katonumpkoro mire-
PaTypHOTO BiIpOJi)KeHHA Iepuoi nmonoBuHn XX
ct. — JKopyxa BepnaHoca — 1jinibHO OB’ s13aHMI 3
iCTOPMKO-KY/IbTYPHUM BMABOM 3HAKOBOI CHCTe-
MM KaTOJIMI[BKOTO JJUCKYPCY, a MeTagisndHuit 06-
VP €K3UCTEHLINHOI gpaMy MOJEPHOI JIIONUHIU,
3aHYPEHOI B €KCTPEMYMM «MEXXOBOI CUTyalil», y
PO3/IBOEHICTD MDX CBIiT/ZIOM i TeMpsBOIO, OYyTTAM
i HeOYTTAM, HepigKo IMOINMONTeHNIT 3aBJAKNA BU-
KOPUCTAaHHIO XPUCTUAHCHKOI CMMBOJIIKM, i TO Ha
BCiX piBHAX TekcToBOI opranisanii. Came Tomy
aHa/i3 BECTMMEHTAPHOTO KOAy OepHaHOCIBCbKOI
IIpO3M, Ce0TO BUBYEHHS €/IeMEHTIB OfATY SAK €V-
HOI KOTE€pPEHTHOI 3HAKOBOI CHUCTEMU, BiJKpUBae
aKyTaJbHYy ONTUKY f10 iHTepnperanii «Ilogennn-
Ka cinbcbKoro cpamenHuka» («Journal d'un curé
de campagne»), — pomany 1936 poxy, e 3puMuin
06pa3 XBOPOOIMBOrO i aCKETUYHOTO CBSIIEHHU-
YOTO Tijla Ta HE3pUMY SYLIEBHY HEAYTY IK OKPEMOI
ocobu, Tax i uinoi napadii, migcuneHo BecTMMEH-
TapHUM CUMBOJIi3MOM KaTO/NIMLbKOI CBAILEHHHU-
yoi cyrann. [Tonpu 3HauYHMIT KOPIYC JOCT/I>KEHbD,
c(poKycoBaHUX HOBKOJIA JYXOBHOI IPOOTEMATUKY
poMaHy, 1ioro 6i6/iIHOr0 XpUCTONIOTI{YHOTO CUM-
BOJI3MYy Ta MOJEpHICTCbKOI crenudiky crosi-
TAJIbHO-IOAEHHMKOBOI OIIOBIHOCTI, IKOO ITOCITY-
roByeTbcsi JKopx bepHanoc, 06pa3 KaTomMubKOI
CyTaH! AK CaMOCTIITHMII CeMiOTUYHUIT BY30/ JOCi
MMIIAETbCA 1032 (OKYcOM OepHaHOCO3HABCTBA.
BunATKOBMII iHTEpeC MONATa€E y 3allOBHEHHI KOM-
MapaTMBHOI JaKyHU MK JIiTepaTypHOI MOBOIO

Kopxa bepnanoca Ta kiHomoBowo Pobepa Bpec-
COHa, B OJJHOVIMEHHil ekpaHisauii sikoro («Journal
d’un curé de campagne», 1951p.) Ttimo, TKaHuHa,
CUTIYET, KOJMp i CBIT/IOTiHb € He TaK IMPAMUMU 3a-
MO3MYeHHsAMM OepHAHOCIBCbKUX 00pasiB, sIK olle-
PaTOPCHKM Bi3yani30BaHMMM CTOBIIAMM JJyXOBHOIO
koH(pmikTy. ToMy 3BepHEHHS BOJHOYAC IO pOMa-
Hy Ta KiHOCTpiYKM B €IMHOMY iHTepMe/iaTbHOMY
II0JTi JO3BOJIAE MPOCTEXXUTH, SIK CTIOBECHUIL BECTH-
MEHTapHMII KOJ| TPaHC(HOPMOBAHO Y Bi3ya/IbHMIL,
6epHaHOCiBCbKa MeTai3yHa HAaIIpyTa He JIUIle He
BTpaveHa, a CEMiOTMYHO aKIIeHTOBAHa, BiIIIOBiTHO
migcuaeHa.

AHami3 oCTaHHIX FOCTimXKeHb i mMyOmiKairiii.
CydacHe OepHAaHO303HABCTBO He CIVHWIOCS Ha
MeTofiax i mpobreMaTnkax, naniBaux y XXcr. Ha-
BIIaKM TIOPsJ/, 3 HOBUM TEKCTO/IOTIYHMM Ta KOMII-
JIEKCHUM IleperpouuTaHHsaM TBopis yKopxka bep-
HAHOCAa, Iepe[PyKOM JIOTO POMAaHIB y KPUTUYHUX
BUJJAaHHAX, HEPiIKO 3 PO3JOIMM aKaJeMiYHUM
koMmeHTapeM (Bernanos, 2015, 2019) ta mosiBoro
HOBUX IIepeK/IafiiB, MOXKEMO IIPOCTEXNTH TAKi ITa-
HiBHI HalIpAMU CbOTOJ€HHUX CTYill: 1) mepersp
Micust bepHanocoBoro nucbMa B icTopii KaTONMUIb-
KOI MOJIEpHOCT], J1 MpIIe — JYXOBHOI YyTTEBOCTI
3axiHOrO Cy6’€KTa micIA 3'ABM TEKCTiB «dimoco-
¢diB migo3pm»: Himme, Mapkca Ta ®@poiina 2) in-
Tepec [0 TinecHoCTi 3) aHami3 iHTepMeniaIbHMX
IepexofiiB, 30KpeMa MiX JIiTepaTyporo Ta OIEPOI0
/ teatpom / Mmysukoio («Jlia/orm KapMemiToK»),
mitepaTyporo Ta KiHemarorpapom («IllomeHHMK
CIbCBKOTO CBAILIEHHMKA», «HoBa icropia Mymer-
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ti», «Ilig connem Cartanu») 4) mepernpoynTaHHs
HOTITMYHOI CHAfIIVHY aBTOpa B KOHTEKCTi (ze)
KOHCTPYIOBaHHA MOJEPHOI ileHTUYHOCT] TOIL1O.
[Topsp i3 Bxxe KmacuuHUMU gociifxeHHamu M. Ec-
teBa, M. Minbuepa, ®@. ne Tyse ta M. Xennmana,
o cpopMyBamu 6a30By IrepMEHEBTUYHY TpPafju-
it iHTepmperarii 6epHaHOCIBCHKOI ITPO3K B KOH-
TEKCTi BOJHOYAC TPafMILilIHO-XpPUCTUAHCHKOI, Ha
PiBHI 3MiCTy, Ta MOEpHO-MOJEPHICTChKOI, Ha PiB-
Hi popmu, uyrTeBocTi (Esteve, 1966; Milner, 1989;
Le Touzé, 1979; Hellman, 1990), HuHi momiTHa
TEeHJIeHIiA N0 TEKCTONIOTIYHOIO MiKpOaHajli3y MO-
TUBIB Ta 00pa3iB, BIMCAHNX B HAPATUBHY MaTePilo
TEeKCTy. B cy4acHUX cTygifx, 30KpeMa B IpaLisix
M. T'occnen-Hoa, akiieHT IOMIiTHO 3Mill[eHO 3 «Be-
JMKNUX» MeTai3sMIHNX CTPYKTYp [0 KOHKPETMKMU
MOBJIEHHs, PUTMY OIIOBifli, BUABJIEHHA TiJIeCHOI
00pa3HOCTi, 10 HeabMsIK BaXKIMBO JyIs HALIOTO
TOCHI/PKEHHA OfIATYy AK BUAMMOIO 30BHIIIHbO-
r0 3HaKy HEBUJ[MMOIO BHYTPIlIHBOTO KOH(QIIKTY
(Gosselin-Noat, 2007).

B yKpaiHCbKOMY KOHTEKCTi peLlelilis CIIafili-
Hu JKopxa bepnanoca, monpu IpyHTOBHi CTypil
B. ®ecenko, cipsiMoBaHi Ha PO3KPUTTS OepHAHO-
ciBcbkoi MeradisnyHoi mopieBocTi Kpisb INpus-
My npodernyHoi HapaTuHOCTI (Pecenko, 1998),
moci ymumaerbest pparmentapHa. OpHak icropu-
KO-KY/IbTYPHi 3CyBU, AK TO: 1) «eTWYHMIT IIOBO-
por» y dinocodcpkoMy AMCKypci, 2) MOBEpHEHHS,
3i 3006yTTAM YKpaiHOIO He3a/leXXHOCTi, permirii y
CyCII/IbHE TI0JIe, @ BiATaK BifIKPUTTA 3a00pOHEHO-
ro B Mexxax CPCP kxaTonmibKoro jirepaTypHOro
IVICKYpPCY, 3) peakTyasisalis, 3 IOYaTKOM pOCiii-
CbKO-YKPaiHCbKOI BiifHM, IIPaBOTO IOTITUYHOIO
OVICKYPCY AK BIfITIOBifi Ha 3arpo3y YKpaiHCBKiil
TOXKCaMOCTi (iIeHTMYHOCTi) — HAHOBO MOBEPHY/IN
iHTepec Ko OepHAHOCOBOI MOETMKM, SIK Y MeXax
BUBYEHHA IPOOJIEeMaTUK TiIECHOCTi, MaCKyBaHH,
iHTepMefliaIbHOTO BUABY €K3MCTEHIITHOI IIpipBY,
TaK i iMaro/IorivHOroO MifiXoA4y O MOJITUYHOI ece-
icTuxy nucbmenHuka (bepranoc, 2002; [Tomuryit-
K0, 2017; 2019; ITomnnyitko-HepamkiBcbka, 2022).

OkpeMo BapTO OKpeCIUTHU IIpalli, NPUCBAYEHI
mocipkeHHI0 KiHocTmnictuku Pobepa Bpeccona,
110 BUOKPEMMIN ACKETUYHY IIPUPOAY JIOTO KiHO-
MOBM Ta CHMBOJII3M MOHOXPOMHOCTI peXXucep-
cpKoro imiocTumo. PyHjaMeHTaIbHOI IIpaLelo €
«HoraTtky npo kinemarorpad», ne bpeccon Bnac-
HOpYY COPMY/IIOBAaB BIaCHUI KiHONPMHIMI —
OYMIIeHHA KiHO0Opasy Bif HaMipHOI IICMXOJIOTi4-
Hoi BMoTtuBoBaHoCTi (Bresson, 1975). He meHu Ba-

romumu € pospigku T. Takepa ta K. Kerpepa, mo
cdokycoBaHi Ha aHa/li3i HOEHAHD ONIEPATOPCHKOI
pobotu i pe>xxucepcpKoi Bisii 3 TiTeCHMM CMMBOJII3-
MOM, 30KpeMa (peHOMEeHO/IOTi€ MOTIAaY, Ta Bif-
CYTHDBOIO IIPUCYTHICTIO «MOBYa3HOTO bora» B KiHO-
aganTaiii «IIlogeHHNUKa CimTbCbKOTO CBAIEHHUKA»
(Quendler, 2015).

Haromicth Teopis BeCTMMEHTapHOIO aHali-
3y COMPAETbCA HAa 3HAYHUI MDKAMCIUIUTIHAPHUI
o6LIMp Tpalb, AKi PO3ITAJAITD eIEMEHTH OJISATY
AK 3HaK, MOBY, COLiaJIbHNII MapKep i CUMBOJIIYHU
BMAB TiZla B 30BHIIIHbOMY IIpocTopi. Bif icropu-
KO-IICUXOaHAIITMYHOIO IPOYUTAHHA COLia/IbHOI
porni BO6panns [Ix. @mrorenem (Fligel, 1930), xpisp
cemiotuxy mopu P. Bapra (Barthes, 1967) o comi-
onorii tina JK. Enricia (Entwistle, 2000) cruxka-
€MOCA 3 JOCTiFHNIBKOIO MTEPCIEKTUBOI, ¥ MeXax
AKOI fieTaji KOCTIOMY aHaJli3yIOTh He K «JeKOop»,
ajle AK 30BHIlIHINM BMUAB IPUXOBAHOTO BHYTPilll-
Hboro cency. Hatomictp mpani A. Jlypi Ta E. Bin-
coH (Lurie, 1981; Wilson, 1985) akiueHTyoTb yBary
Ha COLia/IbHO-eCTeTNYHiiT aMbiBaIeHTHOCTI 306pa-
JKyBaHOTI'O OJATY.

Merogonorisas mOCTiXKeHHA. Y Haiil pos-
Bifli METOMOJIOTIYHO MM CHMPAEMOCA Ha iCTo-
PUKO-KYIbTYPHUII METOX, CeMioTuky, eHoMe-
HOJIOTiI0, JIiTepaTypHy T€PMEHEBTUKY, METOJ iH-
TE€pMeJliaIbHOrO aHa/li3y Ta KOMIApaTUBICTUKY.
IcTOpMKO-KyIbTypHUII METOJ, HO3BOJISAE PEKOH-
CTPYIOBaTy TEHEAJIOTil0 Ta TpaAuLiliHE CUMBO-
NiYHe 3HAaYeHHsA KaTONMUIbKOI CyTaHM, TaK CaMo,
AK 1 IPOCTEXXUTH 3MiHY 11 CEMaHTUKU B MOJEPHY
no6y. CeMioTuKa CIIOHYKa€ IOIJIAHYTM Ha eJle-
MEHT OfIATY K Ha 3HaK, 110 (QPYHKIIOHY€E B MexXax
OKPEMOI 3HAKOBOI CUCTEMI XPUCTUAHCHKOTO JVIC-
Kypcy. JliTepaTypHa repMeHEBTHKA CIPUAE TEK-
CTOLIEHTPUYHIIT iHTepIpeTalii ro1I0BHNX 00pa3is
Ta CMMBOJIIB, @ TAKOXX aHa/i3y IX (I)YHKIIiOHYBaH—
HsA B MeXXaX HapaTMBHOI CTPYKTypu poMany. Pe-
HOMEHOJIOTiYHMII MifXiz 3Millye yBary 3 mMaTepi-
a/IbHOTO «IIpefiMeTa OJATY» Ha IIepCcOHasi30Ba-
HUI JOCBiJ HOCiHHA, MPO6/IeMaTNKy BUAMMOCTI,
OOCTIIIPKEHHA TiZeCHOI Ta [AyIIEeBHOI BTOMM Ta
IOYYTTs COpOMy. IHTepMefia/bHMII aHa/i3 103-
BOJIS€ BINCATH OE€pPHAHOCIBCHKY IIOETVUKY B aHa-
i3 KiHOMOBM (KaJp, I/IaH, KOHTPACT, CBIT/IOTiHb,
(akTypa, MOHTaX), y TOJ 4ac K KOMIIapaTUBHUI
aHaJli3 CIpPsMOBAHO Ha IIOIIYK eKBiBa/leHTIB abo
PO3pUBIiB MiXX BepOaNbHOIO pellpe3eHTallielo Iepa
JKopxa Bepnanoca Ta BidyanbHOI0 CEMiOTHKOIO
kamepu Pobepa Bpeccona.
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PesynbraTyt JOCTigKeHH.

1. I'eHeasnoris it icTopuKo-cMBONiYHe
3HAYeHH: KaTOMMIIbKOI CyTaHM

3rigHo 3i «CIOBHMKOM KAaTOMMUIIBKOI TEOJIOTii»
(DTS), cBamenHnya cyraHa (¢p. «soutane», 1o
eTUMOJIOTIYHO CSATae JIATMHCBKOro «subtana» -
«HIJDKHA pAcar; Bifi «subtus» — «1mig», «3HU3y») AK
NOBCAKJEHHNI, ce0To mosaniTypriitauii (Ha Bigmi-
HY Bifl pu3n), eJIeMeHT CBSAIEHHNYOTO OJATY icTO-
PUYHO He Biffpasy 6yB 000B’I3KOBMM yOPaHCTBOM.
Y gacu nepeciifyBaHb, a, 3HaUUTh, HeOQil[ilTHOTO
crarycy Karomunpkoi lepksu B Pumchbkiit imnepii,
K1ipy Oy/0, HaBIaKM, peKOMEH/J0OBaHO He BOMpa-
THUCS B CUMBOJIIYHi 3HaK, 110 Ha30BHi MaHidecTy-
Ba/Ii O HaJIOXXHICTb 1O XPUCTUSHCTBA. BigmosigHo,
OJAT CBAIIEHHMKIB Ta MUPSAH 11032 MeXaMyU MeCu
MIT JKOZHMM YMHOM He BifIpi3HATUCA OfHE Biff Ofi-
Horo (Dictionnaire de théologie catholique, 1908,
cols. 229-230). Opuak 3i 3MiHOIO 30BHIIIHBOTO
KOHTEKCTY, 3HUKHEHH M HeOe3IeKM 10 1lepKOBHO-
TO CIIy>KiHHA, BIiTMIHHMII OJAT I NPENCTaBHUKIB
CBAILIIEHHNYOTO CaHy NOBOJI HaOyBae AMCLMILII-
HapHOTO Ta CMMBOJIIYHOTO 3HadyeHHA. CyTaHa He
€ JITYypTrilHUM €/IeMEHTOM OJATY, CAKpaJIbHUM Yy
IpAMOMY CEHCi, a/lle BOJHOYAC BOHA (PyHKIiOHYe
K CeMIOTMYHUII 3HAaK, — K MapKep 0COOIMBO-
rO COIiaJIBHOTO CTaHY (BepcTBa J[yXOBEHCTBA), 5K
BUAB NPUCYTHOCTI llepkBu B cycnizbHOMY IIy-
O/1iYHOMY IIPOCTOpi, aje i IK OHTOJIOTIYHUII IIPO-
AB CIYXiHHs, TOOTO OIpUsABHEHHs HeOeCHOro B
3eMHOMY, boxxoro B mopcbkomy. Tomy norivso,
110 yHi(biKauiﬁHi nexpetu TpumeHTCHKOTO C060-
Py He IPOCTO 3060B’A3YI0Tb KOXKHOTO IIePKOBHOTO
CITY)KUTEJIA 0O HOCIHHA CYyTaHU B IOBCAK[JEHHOMY
JKUTTI, a 11 MIKPECIIOITD, 10 AKIIO 32 YMOBU «HA-
ABHOCMI ENUCKONCOKUX NONEPeONeHb, CBAUeHHU-
Ku ny6niuHo He 86uUparomv KIipHUUbKULL 00512, U0
8i0106i0a€ IXHLOMY CAHOBI 1i 2i0HOCMI, MO0 32i0HO
PO3NOPAOHEHHA | NPUNUCIE 3240aH020 ENUCKONG,
MOJNCYMb i NOBUHHI 6YMU 00 14020 NPUMYULeHi A60
niosasxceni 6 cnywinni» (De reform., c. VI.). Ocra-
TOYHO OKpec/IeHa MO3aliTypTillHa BUSUMICTD CyTa-
HU B IpocTopi 6ymenHocTi Bify XVIcr. meperBopioe
1l Ha 3arajJibHMUII CaKpaAbHMII 3HAK KaTOMMIBKOTO
IUCKYPCY, AKMIi, 3 OHOTO OOKY, € CMMBOJIOM IO-
PAIKY, acKeTMKM, BifjaHOCTi borosi i cmyxinns,
3aJ1s CIIACiHHA JIIOACHKUX AYIL, a 3 iHIIOTO, — MY-
CUTb BUTPUMYBATH KOHTAKT i3 6pymoMm pmoporw,
NpOsABaMU JIIOJICBKOI TiIECHOCTI, COLIia/IbHOIO Ha-

npyromo (Catholic Encyclopedia, 1913). Bigmosiz-
HO 0T (PeHOMEHOJIOTIYHO J1 CUMBOIIYHO HabyBae
aM6iBa/IeHTHOI Yy T/IMBOCTI.

3Bigcy 1 cMMBOMI3M Ta icTOpMYHA 3°sABa 4YOp-
HOro Konbopy. Xoua me fo TpupeHty, BHaci-
JIOK 4MC/ICHHVX IOMICHUX i BCeeHChKUX COOOpiB
(Martigny, 1877), 6yno yuidikosaHo ¢popmy cyTaH
Ta 0a30BMIT XPOMATWYHUII CIIEKTpP, CUMBOJIiUHe
3HAYeHHS YOPHOTO (BMMPAHHA [ CBIiTY), 4epBO-
HOTO (MY4eHMIITBO), ITypIIlypoBoOro (Braja), 6imoro
(mapcTBO HebecHe) KOMBOPIB OCTaTOYHO YTBEP-
IKyeTbcs micna Hboro. Tak camo, fK i BifmoBiz-
HIiCTDb caHy 0apBi cyTaHW: ceMiHapUCTH, AVAKOHI,
CBAILEHHVKY — YOPHMIA; €NucKomy — ionmeToBuit
(TypIrypoBwmit), KapAMHAIN — YepPBOHUIL; BUHATKO-
Bo Ilama Pumchknii — 6inuit (cMMBOJI HaMicHUKa
Xpucra Ha 3emJIi).

Came 4opHa, HaliOyfeHHila, CyTaHa KOHIIEH-
TPYE Ki/lbKa CeMaHTM4YHUX Inapis. OpuH 3 Haii-
ABTOPUTETHIMNX [OCHIHUKIB icTOpil XpOMaH-
TyHOro cumsonismy — M. Ilactypo - mokasye
aM6iBaJIeHTHY IPUPOJY LIbOTO KONbOPY A/ BCi€l
3axigHol nuBinisanii. Bona Ma€e HaBiTb NOTPiTHNI
xapakrep. [lo-niepiue, 11e Komip OKYTH, BifipedeH-
H# BiJ CBiTY, IO CyTi, BMUpaHHA 11 cMeprTi. [lo-fpy-
re, 1le 6apBa MpocToTH, OITHOCTI, CTPUMAHOCTI, Ta
pucuuiviiam. I mo-Tperte, 1je 6apBa, [0 MOCTYIIOBO
COLIia/IbHO ACOLIIOETHCA 3 aBTOPUTETOM, TifiHICTIO
Ta incTuryninnicrio. ITacrypo moBoants, 1m0 B 3a-
XiHiM Ky/IbTypi YOPHMII KONMBAETHCA MIXK IIO/IIO-
caMy CKOpOOTH, B/IaJiy, €/IETAHTHOCTI /1 MOPa/IbHOI
cyBopocri (Pastoureau, 2008). Came 1151 ceMaHTIY-
Ha HaCUMYEHICTb pOOUTH YOPHY CYTaHY 3HAUYLIVIM
CUMBOJIOM Y MOJIEPHICTCBHKINl IpO3i, M03asgK BOHA
BOJHOYAC IIICM/IIOE COLia/IbHy BUAUMICTD CBS-
I[eHHMKa, BUPi3HAE JIOTO B MeXax JMOTO X Mapa-
¢ii, cTae KOpTOHOM 260 MiCTKOM MDX CaKpaJbHUM
i mpodaHHMM, i 3aTOCTPIOE TIOTO €K3UCTEHLIHY
CYCIIi/IbHY CAMOTHICTb.

Hapani kanoniune npaso Karommnbkoi Llep-
KBJ HEe3MIiHHO 30epirae BMMOTY IO «HAJIeXKHOTO
epkoBHoro o6mayenHs» (Code of Canon Law,
1983, can. 284), a Konrperanis y crnpaBax Jyxo-
BEHCTBA HATOJIOLIYE, 10 30BHINIHIA BUIIAL Ka-
TONMIIBKOTO KJIipy Mae OyTy BIi3HaBaHUM 3Ha-
koM Jioro nocssatu (Congregation for the Clergy,
2013). Tum He MeHIe, mibepanbHi TeH/EHII
nepuroi monoBuHY XX CTOJITTS NPU3BENIN [0 Jii-
TYPTriifHUX Ta Y>)KUTKOBUX TpaHcopMariit B daci
Ipyroro Barukancbkoro Cobopy, Komm Kato-
TULBKUI KIIip fiefiati Oiblile TT0YaB MePeXOUTH
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IIOo Bi3ya/IbHO pefflyKoBaHUX GOPM CBAIEHHIYOTO
obrmaueHHA (O IPUKIaAy, KIepUKalbHA COPOY-
Ka 3 KoMiplieM), abo it ysarami fesani uacrime
BOMPATUCS y CBITCBKY OfIiK y IOBCAKZEHHOMY
JKUTTI, TOA1 AK IJI1 CAKpa/lbHOTO BUMIpY JIMILA-
€TbCs TiNbKM JIiTyprifiHe BOpaHHA. Baxiuso, mo
B OepHaHOCIBChKi 9acy movyaTky XXcT., CHiBicHY-
Ba/IM JIBi CylepewInBi TeH/EHIIil: 3 OfHOTO OOKY,
o(iniitHO IlepKOBHA B/Iajia CyBOPO HMpPUINCYBaja
060B’s13K0BO BOMPATH OBTY CyTaHy (perioHaabHi
HaMaraHHs 3aMiHMTH II Ha KOPOTKY «soutanelle»
He Oynu mipTpumani Pumom), Ta BogHOYac Ha
NPAaKTULi TOMITHI TeHJEHLIl [0 3/0BXMBaHH:A
UVMM DPUINCaMU, AKi, 3pelITo, i Ipu3Benn 5o
pedopm [Ipyroro Barukancekoro Cobopy. Big-
noBigHO y 1930-Ti pp. Bubip cyTaHu sAK CBSAIIEH-
HIYOTO MOBCAKILEHHOTO OFATY — 1€ i Tpafguiiona-
JIICTCHKMIL JKEeCT, i, TOTOBHO, €eK3UCTEHI[ilTHE CBifI-
YeHHs: B TaKUil Crocib came CBsII[eHHUYE TIOK/IN-
KaHHS BIJCaHe B Ti/10 i B MOBCAKAeHHicTh. CaMme B
1[iil JOMiHAHTi iICTOPUKO-KYIbTYPHMII CUMBOJIi3M
KaTO/IMIbKOI CyTaH! 6e3nocepefHbO IePEXOUTh
y noeTuky bepnanocosoro nucpMma.

2. BectuMeHTapHMIi CUMBO/i3M CyTaHU
B poMaHi «IllogeHHNK CiTbChKOT0 CBAIIEHHNKA»
’Kopyka bepnanoca

«IIJOIeHHNMK CiTbCHKOIO CBALIEHHUKA» — PO-
MaH, L0 B WJOJICHHMKOBO-CIIOBiJalAbHilI Hapa-
TUBHIN PopMi nokasye micTepiro mopACHKOI Ay,
IOK/IMKAHOI [0 MICTMYHOTO CHAYXXIHHA iHIIMM, i
Ti/a, 110 He MAa€ A IIbOT'O AOCTAaTHHOI Q)isquo'i
Milli, TOX ITOCTYIIOBO XBOPOO/IMBO HAOIVKAETHC
[0 BJIACHOI aroHii, a BigTak i cMepti. MicTepis cia-
CiHHA nmapadisH, o BTPAaTWIN Bipy, Ta XePTOBHOI
67arofaTHOI CMepTi pO3TOPTAETHCSI B HACKPI3HO
OymeHHOMY IIpocTOpi ¢paHIly3bKOi IPOBiHIiI, 1110
nosBonge bepHaHoCcy pO3TOpHYTU BiYHY XPUCTH-
AHCBKY MeTadisu4Hy fpaMy Kpisb Ipu3My MiHIN-
BOI IIOBCAKAEHHOCTI.

na bepHaHOCOBOI MOETUKM XapaKTepHe OTi-
JIeCHeHe 300pakKeHHs eK3UCTEeHIITHOTO KOHIiK-
Ty. IIpoTaroHicT i roj0BHa HapaTMBHA iHCTAHIiA
poMaHy - Oe3iMEHHWUII CBALICHHUK, Ha3BaHUI
JmIIe AK «Kiope 3 AMOpikypa», ce6TO O3HaYeHUI
BUHATKOBO Y€pe3 MicClle CBOTO CIY)KiHHA, 110 CTa€
JIOTO TepIIOIo i OCTaHHBOK Mapadiero, a 3HAYNUTD
NpaBAVBUM MiICIIeM 3BepIIE€HHA ITOKIMKAHHA.
Ompiu reorpadivHOi KOHCTAHTH, €AUHE, 1O JIOTO

YBUPA3HIOE IIOMDK PEIITV MEIIKaHLIB CEeNINa, —
CBALLIEHHUYNI CaH, KNI, Y CBOIO Yepry, ABJIE€HUI
Ha30BHi Kpi3b 06pa3 cyranu. OCKiNnbKM Ti/IO Kiope
3 AMOpikypa xBOpie€, 3racae, Mep3He, BUCHAKY€ETh-
cd, BiluyBa€e cOpoOM, aroHisye i maibKe IIOCTilIHO
nepebyBae i 3aCy/pKyBa/JIbHUMI IOI/IANAMY iH-
HINX, IO JIOTO HA IO03ip BiKMAAIOTH, CyTaHA B PO-
MaHi (pyHKI[iOHy€e He TIIBKM AK COLiabHUI Map-
Kep IMPUHAIeKHOCTI 10 caHy AyXiBHUIITBA (KOMUCDH
IIIaHOBAHOTO, Ta HNMHI pajilie «6i1oi BOpoHM»), a K
3pUMMI MeJliyM MiXK BHYTPIIIHIM i 30BHIIIHIM, Y-
IIIeBHUM i TiZleCHUM, TOTOCBITHIM 1 CbOTOCBIiTHIM,
TaitHOI 1 mpobnemoro. Came ToMy 00pas KaTo-
JULIBKOI YOPHOI CyTaHU Ta, IINPIIE, CBALEHHULIb-
KOro o6nayeHHA 0e3iMEeHHOro Kiope BIMCYETbCH
AK B aMOIBaJIeHTHUI CMMBOJIi3M, OIIMCAHUII BUIIE
B posBigkax M. Ilactypo, TaK i B 3HaKOBY cuCTeMY
XPUCTUAHCBKOIO AUCKYPCY.

Orox, HacamIepes; 3yCTpiYaeMO COLia/IbHUI
BMAB CEMIOTMYHOTO IONIA CyTaHu: «ktope 3 Topci
ma Kiope 3 AMOPiKkypa 3 00HAKOBUMU PUMCOKUMU
komipuamu» (Bernanos, 2019, p. 316), 110 € He Tak
NEKOPATUBHOIO ONMCOBOIO AETA/III0 91 CTAHOBOIO
XapaKTepPUCTUKOK JJABHOMUHYINUX 4YaciB «CTapoi
@panuii», AK 30BHIIIHIM O3HAYHMKOM, IO Map-
KY€ HaJIeXKHICTb 10 €fMHOrO Tina llepkBu, He AK
iHCTUTYLi], IIpOTe, LITKOBUTO B MEXaxX Tpaju-
L[i/IHOTO KaTOMMUI[bKOTO IUCKYPCY, AK MiCTUYHOIO
KOBYery cracinHA. PuMcbknii komipenpb y Takui
Croci6 cTae cMMBOJIOM OJHOYACHO PO3MiIEHOTO
MDX CBALIEHHMKaMU, MalXKe TOTOXKHOTO, JOCBily
CIIy>XiHHA mogaM i borosi Ta yXoBHOro criafiko-
emcrBa. Hemapma momnoauii xiope 3 AMOpikypa
IIPOTATOM yChOTO POMaHY LIYKa€ MOpaf i JyXOB-
HOTO KEPiBHUIITBA B CBOTO CTapUIOrO i1 JOCBifgde-
Himmoro HacraBHUKa. OQHAK, SKIO OMIiXK 30BHIIII-
HbO €[JHa€ IIPOTaroHicTa-oIoBifjavya 3 IpencTaB-
HMKAaMU JIOTO CaHy i BOJHOYAC ONPUABHIOE, I10O-
npy BidyanbHy IOAiOHICTD, pasiody BifMiHHICTH
JIyXOBHOI IJIMOMHM 3 TpeCcTaBHUKAMM BUIINX
LIEPKOBHUX Ki/I, BOGHOYAC Ta caMa OfiX po3finse
itoro 3 BracHuMu napadisHamm: «Pazom mu do-
6psaue nopecomanu 3 moei cymanu. Ckpisv deinde,
Ooymaemocs meni, yoasanu 6, Hibu ii npocmo He no-
mivaromo, a g 6iduysas 6u mopmypu» (Bernanos,
1936, p. 40). CebTo KOMMIIHIN 3HAK iepapxidHOI
MaHOO6/MBOI UCTaHLil MDK HyXiBHMIITBOM i Ia-
padisHaMu 3MiHeHO Ha MOBYa3HY irHopariio, 110
B OEpHAHOCIBCBKOMY TEKCTi PO3KPUBAE MOTUB
NPUXOJY EVHOTO CBATOIO 3 JI0TO MUCbMEHHMUIIb-
KOTO MiKPOKOCMY B NYXOBHO XBOPMII CBIT, AKUI
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6e3KOHEYHO MOTpebye CIaciHHA, ajle He IoMivae
IbOTO.

3BificM [yXOBHO-€K3MCTEeHIIiiHa Kpu3a Kiope 3
AMO6pikypa, sika, 3 OFHOTO OOKY BUsBIIEHA, KPi3b
crpiMkuii nporpec ¢isngnoi Hemyru (pax IUTyH-
Ky), a 3 IHIIOrOo, — Kpi3sh 30BHIIIHIO BUO3MIHY
JIOTO CyTaHM AK 3pMMOTO 3HaKy JI0r0 BHYTPIllIHbO-
ro 3B’A3Ky 3 B/IACHUM MOKIMKaHHAM. Voro cyra-
HU OIVCAaHi SIK «3iM’AMi, NPOMOKII, 3a6pyoHeHi»
(Bernanos, 2019, p. 315), 110 € CifoM «HEOTPiO-
HOTO» CIY)KiHHA B «MepTBiif napadii», a 3HAYUTDH
KOHIIENITya/li3ye BUKIUK COYXXIHHA Yy BOPOXXOMY
abo 6aiiy>xomy rmpocropi. B Toit cammit yac 6a-
9JYMO Bifji3epKajieHHs TOI X Apamm y «bpata Io
Komipuo» — kwope 3 Topci: « ...a o020 cymana,
3aexiou maka wucma ti 6e3002anHa, 6yna noima-
Kaua epyoumu cknaokamu... ecsa y naamax» (Ber-
nanos, 1936, p. 116). Y takuit cnoci6 6aunmo, sk
JIOKaJIbHY KpU3Y CIIY>KiHHA PO3IIMPEHO Ha 3arajb-
He I0JIOKEHH:A KaTO/NLBbKOTO AyXiBHUIITBA Y MO-
OepHUI 9ac nepuroi nomosuHn XX CT.

binpmre Toro, mocrynose 3aHypeHHsA IpOTa-
TOHICTa-OIOBifjaya y CTaH «HOYi JyIli», BJIaCHOI
€K3JCTEHIIMHOI IpipBM TaK CaMO IIOCTYyIIOBO
MapKy€ThCA 3MIHOIO CTaHy JIOT0 CyTaHM Ta ii B3a-
€MO3B’A3KY 3 TinnoM. «IIpomokna cymana npunun-
na meHi 00 cnunu, s 6y8 cam» (Bernanos, 1936,
p. 218) meMOHCTpYe Biff4yTTA TPaHNYHOI CaMOT-
HOCTi, HaIIpsIMY TIOB’A3aHe 3 MapriHa/li30BaHiCTIO
repos, IO IPOTATOM PO3TOPTaHHA OIOBIfi BCe
Hi/ICUIIOETBCA: «...MOS Cymana 0yna 4opHow i
cymHotw naamor» (Bernanos, 1936, pp. 233-234).
Krope 3 AMOpikypa Hagani BUKOPUCTOBYE PyKaB
CBO€l cyTaHM (AKy, AK MapKep CaKpaJbHOIO B
npocTopi npodaHHOTO, BiH He 3HIMAE MPOTIATOM
poMaHy) fK cepBeTKy mnsA cni3 (Bernanos, 1936,
p. 273). Illo mani mporpecye xBopoba, a 3 Hel i
IylLIeBHA paHa Kiope, TO Oi/blle HapaTUB HabyBae
JKEpTOBHOTO CMMBOJi3My. €iuHe, 10 IpuiiMae
aTaKOBAaHUII PaKOM ILITYHOK CBSAIIEHHNKA — XJTi6
i YepBOHE BMHO, 1[0 CUMBOJIIYHO YOCOOIIIOE €BXa-
pucrio. BogHoyac cyraHa kiope 3 A6pikypa, 110
Oinblre BiH HaOMMKAETHCA O MOMEHTY BIACHOI
JKEpTOBHOI CMepTi, HEOUiKyBaHO 3MiHIOE KOJIip
Ha 4YepBOHMI, IO B XPUCTUAHCBHKIN Tpaguiiii
3aBXXJV O3HaYa€ MYYEHMIUTBO: «Yooma meHi 0o-
eenoca npamu cymauy. Tkanuna 6yna Haue 3a-
kam’auina, 6oda cmana uepsoHoio» (Bernanos,
1936, p. 221). I pani: « ...Kpos, w40 NAAMUMb MO0
cymawy, 4u moena 6oHa 6ymu 6i0 HOc080i Kpo-
gomeui?» (Bernanos, 1936, p. 221). 3pewmroro,

IMOVHA BHYTPIIIHBOI KPU3W, COPOMY, CaMOT-
HOCTi, Bifg4ar, Bo)Xxoro MoB4aHH:A, MOKMHYTOCTI
30BHIIIHBO BUPAXKAETHCA B HAPATUBHOMY 301/Ib-
LIeHHi JIaKyH, €JIiIICiB, «BMPBAaHUX CTOPiHOK» i
OJIHOYACHO IIPOTPAETHCA APAMOIO 3HATTA CyTaHI:
« ...MAHiWKA HA MOTTi cymani 6yna maxka cmpau-
Ha Ha 8UeNIA0, WL BiH 100 A3HO NO3UUUE MeHi
cmapy eamuy kypmxy» (Bernanos, 1936, p. 221).
I BpemTi MOMEHT HalIIMOIIO! CIOKYCK MTOKUHY-
TU CIYXIHHA: «...JlUUle NOKAABUIU PYKY NoBepx
CYMauu... OyMKa NOBePHYMUCT 0000MY 3... Ui€l0
piuuto... suxnuxae e mene copom i oeudy» (Ber-
nanos, 1936, p. 276).

3Bifgcy, okpeMuit ceMiOTMYHUI BY307I, OB A-
3aHUII 3 MOTMBOM 3HATTA 260 mpodaHamii cBs-
meHHN4Yoro o6naveHHs. Ilepex Hamm 3puHae
obpa3z poscrpurn (défroqué) - nroguHu, 1O
BTpaTmia abo BIACHOPYY BiIKMHY/IA 3pUMMUIL
3HaK CBOTO He3pMMOTrO NOK/IMKaHH:A, a B OepHa-
HOCIBCPKOMY JIiTepaTypHOMY MiKpokocMi, i 61a-
TOJATi: «NOMBOPHULL CBAULEHHUK He oMY, U0
8iH po3cmpuea, a momy, w0 6iH “epae CeAUjeH-
HuKa”». 3Tajfylouy CBOTO TOBAapMIIa YaciB ceMi-
Hapil - «Ii/IIbCbKO20 €8aH2eicma-po3cmpuey»
(Bernanos, 2019, pp. 52, 152) onoBigayd cTaBUTH
3HaK piBHOCTI MiXK T€aTpa/IbHICTIO HOCIHHA CyTa-
HI AK OJTHOTO 3 MOXX/IMBMX €/IEMEHTIB ONATY, Of-
Hi€I0 3 MOXIMBUX COLIiaJIbHUX POJIEN, i MacKoIo,
O6pexHer. BupimanpbHuM cTae He NMpPOCTO HaAB-
HICTb O3HAYHMKA — CYTaHMU, a YM Bif[CM/Ia€ BiH [O
CBOT'O 0O3HAYyBaHOI'O — IPABAVBOIO IMOK/IMKAHHA.
Came tomy HdrodperTi, AKuil BIacHOpPyY Bifipikca
BiJl CBOIX CBSIYEHD i MPOKMBA€E 3 KOHKYDiHOO, 3a-
JIMal4MCh KOMepli€lo, 3ycTpivae Kiope 3 AMOpi-
Kypa aX HifK He B CyTaHi, ajie B « ...04608HAHUX
WMAHAX, AKi MU HOCUMO Ni0 CymaHamu, 60COHiH .,
y kanyax» (Bernanos, 1936, p. 275). I Tomy kitope
3 AM6pikypa ImoBepTae CBOTo Apyra Hasaj o I10-
KJIMKAHHA i JO CBAILEHHNYOTO CTaHy He Yepes Te-
aTpajbHe BOMpPAaHHA HAHOBO B CYTaHY AK y MacKYy,
ajie TAITHCTBOM CIIOBifji Ilepef; CMEPTIO, AKY BiH AK
CBAILEHHUK €OVHUII Moxke Jiomy Bhinmtu. Tax
caMo fAK i IepefCcMEPTHOI arOHi€I-CBiYE€HHAM,
AKa CIIOBHEHA BISAYHOCTI I BiguyTTs Oaropati.
[Tomupae kope 3 AMOpiKypa, CMUMBOJIiYHO He 3Hi-
Malp4y CyTaHM, i BOJHOYAC BOCTAaHHE HAaBEPTAE
CBOTO CTaporo Apyra, OBepTaKnydy oMy ii X. ¥
Takuii croci6 bepHaHOCOBa IOETHUKA IEMOHCTPYE,
AK 671ar0JjaTh BXOJUTH Y 3HOIIEHY MaTepiro >KNT-
T4, a MeTa(i3NyHe He3pyUMe IPOCTYIA€E y 3pUMilt
OymeHHOCTI.
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3. CyraHa 5K BeCTUMEHTapHUI KO
MOHOXpPOMHOI KiHoMoBu Po6epa Bpeccona

Ins xinematorpadiunoi apmanranii «Ilopmen-
HJKa CilIbCBKOTO CBAILeHHMKa» Pobepa Bpeccona
XapaKTepHa BJIaCHAa BeCTMMEHTapHA CTpaTerid, sKa
BIJICAaHA B iTiOCTIIIb (PPaHIy3bKOTO pexKycepa-Mi-
Himamicra. bpecconiB cBimommit Bubip o expani-
3anii bepHaHOCOBMX TBOPIB — YOpPHO-61/Mil MOHO-
XpOM, AKNI Bisya/JIbHO YBMPA3HIOE PO3JBOEHICTDH
TOJIOBHOTO Tepos, JOro MeXOBUII BHYTPIlIHiN
CTaH MDK CBIT/IOM i TeEMPABOIO, CIIACIHHAM 1 ITOTM-
6emmio. Y «Hotatkax mpo kinemarorpad» Bpeccon
IIICAB: «KOZip HAOAE CUMU meoim obpazam, asne 6iH
i niokpecmioe ixxio Henpasoonodionicmy (ixwe “Heic-
HysanHs )» (Bresson, 1975, p. 113). BigmosigHo cy-
TaHa, B AKYy Kiope 3 AMOpikypa BOpaHuil yIpogoBx
MaiKe BCi€l KIHOCTPiuKM, He € KOCTIOMOBaHUM Jie-
KOpPOM, aHi MapKepOM COLiaJIbHOI XapaKTepUCTU-
KU, Ile B)Xe pyXoMa TeMHa ¢irypa, o B3aEMOJi€ 3
OOMIHAHTHOIO CBITJIOTIHHIO Ta OPraHi3OBye KaJp
HOBKpPYX cebe. HopHo-6ia 3/l0MKa pajyKaIbHO
3aTOCTPIOE CHMMBOJII3M KATOMMIIBKOTO ObOJIavyeH-
Hf, TO03asK Iepel, HaMI II0CTa€ 4OpHa TKaHMHAa,
3 sIKOI Ipo3upae OIMMil CBAIIEHHNYMIT KOMipelb,
Omifie BUCHa)KeHe OOINYUSA 11 XOMOAHI CIIOPOXKHII
inTep’epy, mo (opMyIOTh iKOHiYHY, Maibke Trpa-
¢iuny xommosumio. bpecconiB ¢yHIaMeHTaIbHNUI
KiHopeBi3: «Bydyii ceot Kinocmpiuky Ha 6inomy, Ha
muwi i Hepyxomocmi» (Bresson, 1975, p. 137). Tox,
TaM, Jie 6epHaHOCIBCbKUI TEKCT TOBOPUTD IIPO BHY-
TPIllIHI 3/1aM, Yepes IOYacT pBaHy IOJEHHUKO-
BY CIIOBifib, bpeccon fja€ riramadesi NOBTOPOBaHNUI
Bisya/IbHMII MOTUB: BEPTUKAIbHUIT YOPHUI CUTYET
KIOpE, 1J0 PYXa€eTbCA KPi3b NPOCTIp cefa, He 3/11Ba-
€TbCA 3 HUM, ajle V1 He MAa€ CWIN JI0TO BHYTPIIIHBO
oceitutu (Cunneen, 2003; Schrader, 2018).

OcobnmuBuit akileHT OpeccoHiBChbKa KiHOKamepa
pobuth Ha ¢axTypi BOpaHHA Kiope I 3HOLIEHOCTi
cyranu. Hemapma pexxucep 3asHauvae: «Peui Haby-
8aomv 8UOUMOCI, He 3a60AKU Oinblill Kinbkocmi
c8imna, a 3a805KU HOBOMY KYMY, ni0 AKUM 5 HA HUX
ousntocst» (Bresson, 1975, p. 52). SIkmjo B pomawi
SHOILIEHICTh CYyTaHM K CMMBOJI EK3MICTEHI[iIIIHOI BTO-
MM BepbaTi3oBaHO yepes Mepeik MoOYTOBMX YIIKO-
IDK€Hb, TO B KIHOCTPidIli caMa TKaHMHA IPOMOBJIAE
yepes aKLeHTOBaHE OCBIT/IIEHHA, KOHTPACT Ha T
OUTOCHDKHOI 3MapHiNOl WIKipU OOMMIYST MOIOTO-
r0 KIOpe, CK/IQIKyl, MillIKyBaTy IIOCAfIKy Ha IOpa3
OLIBII BUCHA)KEHOMY ¥ CXY[JIOMY TiJli, POCTOPOBE
CIiBBiIHOIIEHHS 3 TEMHMM KaIle/IIOXOM i BepXHiM

OJSITOM, Y SIKVIJI BOMPAETHCS KIOpe, [ BUXOAY Y
30BHILIHIN IPOCTIip Ta, 0COONBO, 3 iHTep €pam, Jie
IIaHY€E CTPOTICTh, IMIAAKICTD, By3bKicTb. CeOTO CBiT-
JIOTiHb Bi3ya/bHO BIMCaHa B XpoHoton. CyTaHa, B
TaKUI CHOCI0, IepeTBOPIOETbCA HA 3PUMMUIL TATAp
HNOKIMKAHHA, Ha BUAVMMY «pYyTy LIKipy» — CBAILIEH-
HUK il HOCUTBD Ha TiJTi, 11 pa3oM 3 Ti/IOM BOHa cabHe i
3HOLIYETHCA, BIIMOBITHO OfDK IEPETBOPIOETHCA HA
HOCis «MOBYasHoI ekcrpecii» (Sontag, 2001). ¥ mo-
MEHTM HalliHTEHCUBHIIIOI KpM3Y, CyMHIBIiB y Bjac-
HOMY IIOK/IMKaHHi, B Kaapi 3’ AB/IAETbCA TOJEPTUIL
CBETp y AipKax, 3 OZHOTO OOKY, AK CIIOKyCa IIOKMHY-
TV CTTY>’KiHHS, 3 {HIIOTO — AK MapKep I/IMOVHM BHY-
TpilHbOro MaiHHA. Tak camo, B YopHO-6iniit KiHO-
ajlarnralii HaIKOHTPacHillIe IT0OKa3aHNIl PO3PUB MiXK
YOPHOTOIO 1IIOIEHHOI CyTaHU, AKa, X04 i € CYyTO CBA-
I[eHHIYVM OfATOM, ajle PyHKIIOHYE y CBITCbKOMY
npocropi, i 6inmnsHoro nitypriitHoi pusu. HatomicTs
3acaflHMYa I KHUTY XpOMaTH4HA 3MiHa CyTaH! Ha
KpMBaBY, IIOIpY 3HAUyIMit 111 bepranoca 6i6miii-
HII CMMBOJIi3M, He aKI[€HTOBaHa >KOIHMMM KiHeMa-
TorpadiyHuMM 3acobamuy, JuiIe MpoayoIbOBaHa 3a
IOIIOMOTOIO CJIiB, 10, 04EBU/IHO, HE MA€ CHJIBHOTO
Bi3ya/IbHOTO BIUIMBY Ha IJIAfAYiB.

BuCHOBKM i IepCIeKTMBM NOJANbIINX [I0-
cmimxenb. OTXXe, KOMIIapaTMBHe IIPOYUTAHHA
niteparypHoro Tekcry JKopsxa bepnanoca «IlJo-
JNEHHMK CiTbChKOTO CBAIIEHHMKAa» Ta aBTOPCHKO-
ro OofHOJMeHHOTo KiHoTekcTy Pobepa Bbpeccona
JOBOANTD, IO B 000X MeialbHMX MiKpOKOCMax
KaTO/IMIIbKA CyTaHa € OJHMM i3 K/IOYOBUX BECTU-
MEHTAapHUX KOJIiB, Yepe3 AKUI YHAOUHIOETHCA BHY-
TPILIHIN CTaH TeposA, pO3KPUBAETbCA IpaMa J0TO
IIOK/IMKAHHS, )KePTBU 11 aroHil. ¥ KiHoafanTuii, AK
i B poMaHi, cyTaHa BXOJUTH Y IOJAEHHUKOBY TKa-
HIHY CIIOBiJa/IbHOCTI K 3HAK, 1110 IIPOTATOM yChO-
O TeKCTy 6aaHCcye MK 3HAYeHHSIM iHCTUTYILITHOT
HaJIEKHOCTI Ta €K3UCTEHIITHO KPUXKicTIO. Y Ii-
TepaTyPHOMY TEKCTI II CEeMaHTVMKa HapaTUBHO PO3-
TOPTAETbCA Yepe3 NPUKMETHUKOBI PANIN, TEKCUYIHI
aKIIeHT! Ta WMPIIY MeTaOpUKY 3aBicy, 30Kpema
aIlOKAJIINITUYHOIO BEe/IbOHY, 1O fAoroMarae bep-
HAaHOCOBI TPaHCTpeCcyBaT! MaTepialbHuUil o6pas y
Meradisuyamit wiad. HatomicTh y kiHOTekcTi 1
caMi 3/1aMM IIPALIOIOTh B iHINIM, CyTO KiHEMATOrpa-
(iuHil, 3HAKOBII ccTeMi: CBiT/IO, TiHb, KOHTPACT,
PaKypc, MOHTaX, 11ay3a, T/10, oBTOp. Tofi AK mite-
parypa poskpuBae 06pa3s Kpi3b ONOBiHICTD i cuM-
BOJIi3M, KiHO O4YMIIa€ BUSVMUN 3HAK, IPUXOBYIOUN
ifiero Bij risAgaya, ajie BOJHOYAC TBOPAYM KaMEPOIO
yce, o0 I71Afad BiffHAJIIIOB 3aXOBAHMUII CEHC.
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Ilonmpu Te, mo Hame [OCTIIKEHHA [OBEJIO,
IO CyTaHa fAK BECTMMEHTApPHUII KON He € JeKO-
paTUBHUM o6pa30M COIIia/TbHOI TI/mi(biKaui'l', aje
CTPYKTYPHUM BY3JIOM CHMBOJIYHOTO BUMIpPYy AK
TiTepaTypHOro, Tak i KiHemaTorpadidHoOro Ttex-
CTiB, NIEPCIIEKTUBHYMY BUJAIOTHCA MOJA/IbIII CTY-
Iil BECTMMEHTapHOTO IIOJIA pOMaHy, 4O NPUKIaLy
00pasy yepeBUKIiB Ta KalleJlloXa, 1[0 IIOB’s3aHi 3
TOIIOCOM JIOPOTM Ta «BUXOAY y CBiT». BopHodac
JIOTIYHO IIPOMOBXXUTY BUBYEHHA BECTUMEHTAPHO-
TO CMMBOJII3MYy B KOHTEKCTi XPUCTAMHCHKOTO JIVIC-
KypCy B YMOBaX BMK/IMKIB MOJEPHOCTI i B iHIINMX
poMaHax Ta Mefiia-aganraunisax cragumyHan JKopka
bepnanoca. Tak camo, sIK i IepCHeKTVBHO BUITHU
Ha IIMplile Io/Ie JOCIi/PKeHHs KOH]eciiTHOTo ofisi-
Iy K iHTepMe/liaTbHOTO CMMBOJIY B €BPOIIEICHKI
nitepaTypi it MucrenrBax XX cT. 3pelITo0, iHIINM
HeaOVsIK IPOYKTMBHIM BeKTOPOM HayKOBUX PO3-
BiJOK JIMIIAETbCA IIOENHAHHSA BECTMMEHTAPHOIO
CUMBOJIi3MY 3 NOCTi/P)KEHHAM Tija K COLliaJIbHOTO
I Ky/IbTyPOJIOTIYHOTO KOHCTPYKTY.

KoHdnikT iHTepeciB

ABTOp He Mae NOTEHLIHOTO KOHQIIKTY
iHTepeciB, AKMil 6 Mir BIVIMHYTM Ha pillleHHA
IIpO ONyO/TiKyBaHHA Iji€l CTATTi.

BMKOPUCTaHHA WITYYHOrO iIHTENEKTY
IITyynuit iHTENEKT y [OCHI[KEHHI He
3aCTOCOBAHO.
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FaHHa PukoBa
KaHauaat GinonoriyHmx Hayk, JOLEHT, AOLEeHT Kapeapw Teopii Ta icTopii CBITOBOI niTepatypu
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COMATUYHO-BECTUMEHTAPHUN KOJ,
AK BUMIP HALIOHAJIbHOI IAEHTUYHOCTI B POMAHI BIPU JINCEHKO
KOBTI YOBOTU (Yellow Boots, 1954)

AHoTauia. Cmammio npuceavyeHo nimepamypo3Hagyomy daHasizy COMamuyHo20 ma 8ecmuMeHmapHo20 Kooie AK iH-
cmpymeHmig hopmy8aHHsA U 36epexxeHHA HayioHaneHoi ideHmu4yHocmi. Mamepianom 0514 0oCnioXeHHA 3a3Ha4YeHuUx koodie
c¢mas pomaH Bipu JluceHko «Kosmi yobomu» (Yellow Boots, 1954) — 00UH 3 K/1l0408UX MBOPI8 YKPATHCbKO-KaHAACbKOT nimepa-
mypu. Y ceoemy meopi Bipa JluceHKo penpe3eHmye acuminayito immiepaHmie He uwie AK coyianabHy Yu KysbmypHy adanmavyito,
a AK minecHo emineHul HApaMuBHUU npoyec, ujo ceped iHWO20 peanizyemsca Yepes 00A2/00a2aHHA/nowumms ooszy. Y 0o-
CN1i0XeHHI 3anponNoHOBAHO KiNlbka iHmepnpemauyitiHux nioxo0is, 30kpema i3oMopHy hepcnekmusy 8eCmMmuMeHmMapHo20 Kooy
ma mucmeybKy nepcnekmusy, W0 CMmaHoeiames Memooo/102i4Hi paMKu 0718 OCMUC/IeHHA iDeHmugpikauiltiHoi mpaHcgopmayir
20s108H0I 2epoiHi Jlini JlaHoaw. [pepis i3omMopghHO 8i003epKasitoe NepCcoHAXi8, PO3MUBAIYU MeXi MiX JIIOOUHOK Ma npupooolo.
Di3u4Hi cCmMpaxx0aHH#A, xeopoba ma 8UCHAXUBA NPAUA NOCMAOMb AK HAPAMUBHI MapKepu nepemiujeHHs U eMoyitiHoi denpu-
sauii, nepemeopiorodu Mino Ha npocmip, Oe ikcyromeca mpasma mizpayii ma nam’ame nokoniHe. BooHoyac cnig Jlinni ma
i 3aHAMMA Wummam yHKUIOHYyIOMb AK eCmemuyHi NPakmuKuU minecHo20 8MineHHs, 3a 00NOMO200 AKUX 80HA 8UBYO08YE
KyslbmypHy maenicme i mpaHcgopmauito. Takum YUHOM, POMAH OCMUCTIOE ACUMINAYI0 AK meopye, misiecHe, seCmumeHmapHe
U cumgoniyHe nepeocMucieHHA iDeHMUYHOCMI, 0e 20710C, xecm i MamepianbHa NPakmuka niompumytome 2i6pudHy yKpaiHce-
KO-KaHaoCbKy i0eHmuy4Hicme.

KniouoBi cnoBa: secmumeHmapHuli Koo, COMamuyHa dcuminauis, HauioHanbHA iPeHMUYHICMb.
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SOMATIC AND VESTIMENTARY CODES FROM NATIONAL IDENTITY
PERSPECTIVE IN VIRA LYSENKO’S YELLOW BOOTS (1954)

Abstract. This article focuses on a literary analysis of the somatic and vestimentary codes as an instrument for shaping and
preserving of the national identity in Vera Lysenko’s novel Yellow Boots (1954), a foundational work of Ukrainian-Canadian
literature. It argues that Lysenko represents immigrant assimilation not merely as a social or cultural adjustment but as an
embodied, narrative process fulfilled by means of clothing. The study proposes several interpretive perspectives among which
are the isomorphic perspective of the vestimentary code and the artistic one — as a framework for reading the identificational
development of the protagonist Lilli Landash. The prairie isomorphically mirrors the characters, blurring boundaries between
human and nature. Bodily suffering, illness, and physical labor are depicted as narrative markers of displacement and emotional
deprivation, turning the body into a site where migration trauma and generational memory are registered. At the same time,
Lilli’'s singing and dressmaking operate as aesthetic practices of embodiment through which she negotiates cultural continuity
and transformation. The novel thus frames assimilation as a creative, corporeal, vestimentary and symbolic reconfiguration of
selfhood, where voice, gesture, and material craft sustain a hybrid Ukrainian-Canadian identity.

Key words: vestimentary code, somatic assimilation, national identity.
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Y 4Yacm pguHaMiYHKMX 3MiH Ta iCTOpMYHKX Ka-
TaK/Ii3MIB MM IEPEXUBAEMO LIMPOKUIL CIEKTP
€MOllili. Y HaMaraHHi afanTyBaTUCA [0 MiHIMBOI
peanbHOCTI JIIOAMHA BUKOPUCTOBYE YCi MOXX/IMUBI
3aco6m. OHNM 3 TaKIX CTa€ JIIOZIChKeE Tio, AKe 3a-
CBiluye, BifoOpa)kae Ta IepeTpaBIIoe BCi Ti 3MiHM
B Me’KaX IIeBHOI COMAaTUYHOI IapagurmMu. binbpiie
TOTO, «Hallli TiJ/Ia, 110 iICHYIOTh y TIEBHIN B/IACHIN 1i-
JMCHOCTI, BUPaXkalTb, CBATKYIOTb, 030POIIOTHCS
Ta 3aXMIIAIOTHCA ¥ JOCUTb PO3YMHMUIL croci6. Mu
3HAEMO, 110 Oy/b-SKi IOpPa3KM Ta BiTHOB/ICHHS €
IIMOOKO coMaTMYHuM jocsigom. Takox Bifomo,
1[0 MM TIePefjaeMO 1ii TinecHi 3HaHHsA fjajii MaitbyT-
HimM nokomninaaM™ (Silverberg, 2020). Bce, mo mu
BiJ4yBacMO 4M JyMAaEMO 3a/1MINAE CBOI CifiM Ha
Ti/leCHOMY piBHi: 4u TO LIpaM, TOpaHeHHs ab0 My-
tanii JHK. Ognak, mam’sitaemo, 1110 6i0a0riyHmit
acIeKT TpaBMM € JMIIEe OJHMM 3 KOMIIOHEHTIB,
AKUI 3MaTHUI OJTIOMHUTY TIeBHMIT HOCBiA. Takum
BTOPVHHUM, ajI€ He MEHII BarOMMM KOMIIOHEHTOM
€ OfiAT, AKUIT (PYHKIIOHYE AK CBOEpifHA CUCTeMa
3HakiB (Barthes, 1990, p. xii) a6o sAx gpyra mkipa.
3BepTaEeMoO yBary Ha TOJ 00Opas 4y HaBiTh POJIb,
AKi mopyHa obypae, BIATHYBINNM, HAIPUKIIAZ, BU-
IMBaHKy a60 xycTKy. CaMe OfAr BUCTyIae Mefi-
aTOPOM MiX JIIOAVHOIO Ta CBITOM, NIPUBATHUM Ta
CYCHiIbHMM. 3a IOCepefHMITBA OfATy JIOAMHA
3maTHa GOpPMyBaTH, IPOAB/IATU YU HABITH NPUXO-
ByBaTM CBOIO ijleHTN4HicTh. CyKymHUI TilmecHU
mocsix (i mocBif TpaBMu 30kpema) GOpMYy€ETHCS 3a
OesrocepefHbOI yUacTi IEBHOTO BECTUMEHTAPHO-
ro Kopy. I Biirak 4yepes 1oefHaHHA MEHTAJIbHOTO,
OYXOBHOTO, COMAaTMYHOTO Ta BeCTVMEHTAPHOTO
KOMIIOHEHTIB, IXHI0O CHXPOHIi3allil0, yTBOPIOETbCA
HaCTYIIHUI piBeHb TEeHepalliiiHOTO ITaIiMIICeCTy.
«Mmu nepeHOCHMO Hallli icTOpii y HallUX Ti/lax, Ha-
HIMX KiCTKaX, KpPOBi, Ta TKAaHMHAX — PO3MOBifii IPO
IIOpaHeHHs, NepeMillleHHsA/Iepeisin Ta po3NoBifi
IIpo CWIy OyXy Ta MykHicTb» (Silverberg, 2020).
OTxe, 14 PO3BifIKa 30CE€PEIKY€EThCA Ha COMATNY-
HO-BECTMMEHTAPHOMY acIleKTi (OpMyBaHHS Halli-
OHaJ/IbHOI iIEHTMYHOCTI — AK IHAMBifya/NbHOI, TaK
i Ko/leKTUBHOI. '0710BHOIO MeTOI0 1Lii€l Ipani € fo-
CIIIAUTU aCUMIIALIII0 HAlliOHA/IbHOI iIeHTUYHOCTI
iMMIrpaHTiB 4epes3 TileCHUI Ta BECTMMEHTapHUI
BUMipHM, aby 3’ACyBaTH, AKi HACTIIKiB MOXYTb BU-
HUKAaTH Y IIpOlieci mepexopy Bifi Tak 3BaHoro Cra-
pOro CBiTy 3 J10TO 3BMYASAMM Ta BipyBaHHAMU [0
HOBOTO MEMHCTPVMHOTO MOJEPHOTO CYCIIiIbCTBA.

Jna a”amisy IbOro acIeKTy s 3BEpTalcA [O
KJIaCUKM YKPAaIHChKO-KaHA/IChKOI JIiTepaTypy, a

came 1o pomany Bipu JIncenko «KoBti wo6oTm»
(Yellow Boots) — mepuioro ykpaiHCbKO-KaHaJICbKO-
r0 pOMaHy aHIIiIICBKOI0 MOBOIO, OITy0/1iKOBaHOTO
1954 poky. Poman, 3acHOBaHMII Ha XUTTEBII icTO-
pii nogpyru Bipu JIucenko, cnoyaTKy He OTpUMaB
3HAYHOI yBarM KPUTUKU. 3TONOM CUTYallifl 3Mi-
HIIACs, OCKUIbKM, MOAIOHO 10 Cy4acHOi yKpaiH-
CbKO-KaHaJICbKOI JIiTepaTypy 3arajioM, TBip 3HOBY
NIPUBEPHYB iHTE€peC MOCTIIHUKIB I KPUTUKIB, OCO-
6/111BO MiC/IA BilIcbKOBOTO BTpy4aHH: Ha [loHbaci y
2014 pouyi, a srofoM — y 2022 poni — Iic/IA «Hamaxy
ITyrina Ha YkpaiHy Ta nepegbadyBaHOi IOCTYIIO-
BOI eckaariii wjiei Biitau» (Lutz, 2023, p. 9). HoBa
XBIIA YKPAIHCBKUX ODKEHIB 3amuimna 6aTbKiB-
myHy Ta obpana KaHamy sk MOX/IUBiCTb HOPATYH-
Ky. YHaC/lilOK [JbOTO 3MiHMBCS KOHTEKCT yKpaiH-
CBKOI 11, 30KpeMa, YKPalHChbKO-KaHa/ICbKOI /TiTepa-
TYpH, IPOTE PO3YMiHHA II Ky/IbTYPHOI Ta €THIYHOI
crieniky 3aIMIIAETBCA K/IIOYOBUM €IeMEHTOM
Cy4acCHUX HayKOBUX ITOIIYKiB.

Bipa JIncenko HameXuTh [0 NEPUIUX YKpPaiH-
CbKO-KaHAJICbKIX XKiHOK-iMMirpaHnTok. BoHa 3po-
Oyna cTymiHb 6akajaBpa MUCTEITB B Y HiBepcuTeTi
Mamitobu y 1929 pori, Ta Mana pi3sHOMaHITHUIA
npodeciitHuil JOCBif «IK yIMTeIbKa, MENCeCTpa,
JKYPHAJIICTKa, cOllia/ibHa iCTOPMKMHA, JpaMaTyp-
TMHA, TI0eTKa I mepeknagadka» (Armstrong, 2018,
p. 267). L1i npodecii chopmyBanu B Hel 0co6MUBY
3[IaTHICTD CIIOCTEpiraTy Ta aHAMi3yBaTU IIPOIiEC
«KaHaM3alii», a TAKOX «pOJb XXIHOK y IepexXopi
MDK TiOpMIHUMY €THIYHMMM Ky/TIbTYpaMy MEHIIVH
i MEMHCTPUMHMM KaHaJCbKMM CYCIiJIbCTBOM»
(Armstrong, 2018, p. 267). binpuie Toro, Bipa JIn-
CeHKO Oy/1a MOHepKOw B HOCTIPKEHHI IpobieMu
3MiHI eTHIYHOI iIeHTUYHOCTi B KOHTEKCTi acuMi-
nauii ykpainnis y Kanapi. [Jo moyaTky nmucbMeH-
HUIIBKOI Kap'€py BOHA BMBYAIA IIEPELyMOBU iX-
HbOI acuMizALii Ta, sIK pe3yabTaT, OmyOIiKyBama
IepIy aHIJIOMOBHY icTOpito yKpaiHuiB y Kanazi 3
HaJ3BMYAHO CUMBO/IIYHOI Ha3BOM (BMKOPUCTA-
HO €/IEMEHT OJATY fAK 3HAK HaljiOHa/JIbHOI iJeHTH-
¢ikaril) «/Iroay B KOXXyXax: JOCTIIKeHHS IPOIiecy
acuminAnii» (Men in Sheepskin Coats: A Study in
Assimilation), 3a ZomoMoOrom sAKoi, AK 3a3Ha4ac
Anekcaunpa Kpyuka-Inmmun, «Bona [JIuceHko]
TBOpWIA icTopito, mumryum icropito» (Kruche-
ka-Glynn, p. 219).

Bynyun mpepcraBHMIIEIO ITEPIIOrO IOKOIiHHA
YKpalHCbKO-KaHa/ILliB, HapO/PKEHOI B OanTucT-
CbKilt popyHi y Binninesi (Manito6a) y 1910 poui,
Bipa JInceHko mocmimkyBana KOHQIIKT acuMiAmil
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B IMMIrpaHTChKMX rpoMazax. BoHa akieHTyBama
yBary Ha repe0yBaHHi iMMirpaHTiB Apyroro mnoxo-
JIIHHA MDK JBOMa CBiTaMM: IEPCHEKTUBHUM MO-
IepHUM KaHa[CbKUM CBITOM i Tak 3BaHuM Crapum
CBiTOM — [Kepe/toM IXHbOI Ky/IbTypHOI CIIa/|IIVIHN
Ta eTHIYHOI ifeHTMYHOCTi. Y Takuit cmoci6 Bipa
JIucenko po3po6isge IMOHATTA «IOABINHOI imeH-
tiaHocTi» (Kruchka-Glynn, 1993, p. 13) y mynbTu-
KYJIbTYPHOMY CYyCITiZIbCTBI, «Jie Pi3Hi eTHIYHI rpynu
B3aEMOJIIIOTh OffHA 3 OJHOIO0, BOJHOYAC IIPE3EHTY-
109M Ta MOMIMPIOIYN CBOKO Ky/IbTYPHY CIAIIIVHY
3 rigHicTIO i1 B3aeMHoI0 moBaroo» (p. 14). OTxe,
TOCTIMBIIN YKPAiHChKY Ky/IbTYPHY CHAAILNHY Ta
eTHIuHy imeHTMyHicTh, Bipa JImcenko 36ararmia
HaJI3BMYAIHO NMPOAYKTUBHY Cpepy HAayKOBUX CTY-
Iili, 10 JOCTIPKY€E YKPaiHChKY KY/IbTYPY B KaHafl-
CbKOMY KOHTEKCTi, (PaKTMYHO PO3IINPIO0YN PO3Y-
MiHHA €THIYHOCTI B Pi3HUX KY/IbTYpPaXx i JKaHpPax.

3aBJAKM TOETHAHHIO CKIAJHMX IpobaeMaTny-
HUX NuTaHb poMaH Bipu Jlncenko «KoBti wo60-
TV» BUXOJUTD 3a MEXi 3BUYHOI JIiTepaTypHOL pe-
Ipe3eHTallil iMMIirpaHTChbKOTO JJOCBily. YHaCTiTOK
IbOTO BiH OTPUMAaB IIMPOKUI CIEKTP KpUTUY-
HuX Bigrykis. CepeJ cy4acHUX JOCIIIK€Hb TBOPY
MO>XHA 3HAMTU TakKi, 110 pO3INAJAIOTb pOMaH i3
Pi3HUX NEPCIIEKTHB i B pi3HUX KOHTEKCTaX, 30Kpe-
Ma iHTepIpeTalilo 300pa>keHHs YKpaiHChKOI ieH-
TUYHOCTI 3 iMaronoriuHoi Touku 30py (Psmosnosa,
2024, pp. 188-189) abo pocnmifKeHHSA pOMaHY B
KOHTEKCTi BUBYEHHsI TpaBMMU il mam siti. B ocran-
HbOMY BUIIAJIKy OCOO/IUBY yBary HpuUiiieHO TOMY,
AK aBTOPKa pelpe3eHTye KONEKTUBHY IaM STb Y
cBoeMy TBOpi (Armstrong; Mycak). Taka xpurnd-
Ha IEPCIIeKTNBA OCMMUCIIOE T€, K POMaH BIUCY-
€ThCA Y LIV PIINIT KOHTEKCT €THIYHOI JIiTepaTypu Ta
¢dyHKIIOHYE fAK 3aci6 ompaIfoBaHHA KOJIEKTUBHOI
icTOpu4HOI TpaBMuL.

Oco6nuBe Miclje cepesi pisSHOMaHITHUX KPUTUY-
HUX HifxopiB no TtBopuocTi B. Jlucenko mocinae
demiHicTMYHA iTepaTypHa KPUTHUKA, IO 30Cepe-
JDKYETbCA Ha 300pa)KeHHi KiHOYOTro mpoOymKeH-
HA Ta popocminmanna (Mycak; Grekul; Rasporich;
Suchacka). ®emiHicTryHe NpoYMTaHHA pPOMaHY
JINceHKO TPOJEMOHCTPYBAIO, fAK pelpe3eHTallisd
JKIHOYMX IepCOHaXKiB MOXK€ BIUIMBATY Ha OCMUC-
JeHHs TpaHcpopMmalii O>KiHKU-IMMIirpaHTku B
KaHafIChKilt iTepatypi. Oxpim ¢deminicTuHNX
iHTepmpeTaniil, BApTO TaKOXX 3BEPHYTM yBary Ha
MDKKY/IBTYPHI BUKIMKYU I KOHTEKCTU, AKi CTa-
HOBJIATH IiATPYHTA [JIA IHIIOI TPYNU KPUTUYHUX
po3Bigok mpo poman B. Jlucenko (Ilpeciu). ¥V me-

’KaxX LbOro JocaigHuubkoro mons «Kosri 4ob6o-
TIV» NOPiBHIOIOTH 3 iHIIVMMM BU3HAYHVMI TBOpPaMI
CXiZTHOEBPOIENCHKOI Ta YKPAIHCBhKOI JIiTeparypu,
30KpeMa 3 pOMaHaMI, IO 30CePEeKYIOTbCA Ha
BIUIMBi TOTaliTapusMy abo IOIIYKy iZeHTUYHOC-
Ti. llle ogHMM aHAMITUYHNUM acCIIeKTOM CTA€ aHasIi3
HapaTuBHOro cTuIo Bipy JInceHKo B 3a3Ha4eHOMY
pOMaHi, 30KpeMa BUKOPUCTaHHSA CUMBOJIi3MY, CIO-
ppeanicTUYHUX JieTasieit i 0co6MBOCTI TeMITy OII0-
Bimi (Ipeciy; Psimonosa).

BoueBunb, icHye 3HaYyHE PO3MAITTA MOXK/IM-
BUX IJXOAiB 0 pomaHy Bipm JIncenko; mpore
OIBLIICTD i3 HUX 30CepeIKYIOThCA INepefyciM Ha
IIpOYUTAHHI TBOPY B KOHTEKCTi €THIYHOCTI, acu-
MinAnii, MyIbTUKYIbTypamiaMy Ta ¢eMiHi3my.
BopgHowac >xofieH i3 po3pobrmeHnx MmifxofiB moci
He posranaB «KoBri 4060Tn» i3 comaTnyHO-Be-
CTMMEHTAPHOI IepCIEKTUBH, X04a II€BH] eJIEeMEHTHI
3’SIBJIAIOTBCS B aHAIi3i perpeseHTaliii ykpaiHCbKOI
Kyn1bTypu B poMasi (Mycak; Armstrong). Coma-
TUYHO-BECTMMEHTAPHUI IIap Jae IJIMOIMMil KOH-
TEKCT 11 0OTrOBOPEHH: NpoOIeMy HalliOHaIbHOI
IIEeHTUYHOCTI Ta ACUMiNALIl IMMITpaHTiB, OCKiIbKY
JOIIOMara€ BUSABUTU M HOCITIOUTU JesSKi KITIOYO0Bi
[eTaji IIbOro MPOoLeCy.

CoMaTuyHO-BeCTUMEHTApHUII MifgXin IoTpe-
6ye 0co6MBOI yBaru Ta OCMIC/IEHHS; BillIOBiHO,
HOJanbllINI aHaJIi3 6y;1e NIPUCBAYEHO JOCTiIKEH-
HIO pomaHy Bipu JInceHKo 3 1€l mepcreKkTusm 3a
OOTIOMOIOI0 NMEeBHMX AaHATITUYHUX KaTeropin, 1o
CITyTyBaTMMYTb METO/IOJIOTIYHOI0 PaMKOIO /s 00-
TOBOPEHHA TOTO, L0 A Ha3MBalo GOpPMyBaHHAM Ha-
IJiOHAJIbHOI iIEHTUYHOCTI B KOHTEKCTI aCUMIJIAI1
iMMIrpaHTiB, penpeseHToBaHOI0 Biporo JIncenko B
«KoBtux gobotsx». Cepex 1jux Kareropiit — iso-
Mop(dHMIT Ta MUCTEL[bKIIT BUMIPY COMaTUYHO-Be-
CTMMEHTAPHOTIO KOJY.

[Tepur Hix aHani3yBaTy 1ji KaTeropii, HeoOXigHO
OKpeCTUTH IXHE TeopeTNyHe HifIpyHTA. [3oMopd-
HUII BUMIp COMaTU4YHO-BECTMMEHTAPHOIO KOAy B
pOMaHi CIIMPAETHCA Ha ifiefo, BIieplile 3aponoHo-
Bany CoHero Munak, AgKa roBOpUTh IPO «i30MOp-
¢disM MDK IepcoHakamy Ta acleKTaMM IXHBOTO
IIPEPiiHOTO OTOYEHHA» Y CBOEMY aHaJli3i poMaHy
B JIucenxo (p. 3). BignosigHo no imei Munax, s
KaTeropisi BKasye Ha (yH[aMeHTaIbHMII 3B A30K
MDK IPUPOZOIO i1 TIOAMHOI — 30KpeMa MiX IIpe-
pieto ta immirpanTom. OTxe, i3oMmopdue Timo —
e TinecHa ¢irypa, popma 71 pernpeseHTanis sAKol
CTPYKTYPHO BifiTIOBifja€ Ta CMMBOJIIYHO BiITBOPIOE
(B ToMy WMci 7 4epe3 BECTMMEHTApHY CKIIAJ[O-
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BY) IIMPIIY ccTeMy ab0 nmapagurMmy (HalpyuKiIaf,
IPUPOAY), NMEPeTBOPIOIOYM TiZIO Ha IHpPOCTip, e
a0CTpaKTHI CTPYKTYpU CTalOTb MaTepiabHO IpO-
YUTYBaHVMM. TakyM 4MHOM, i3oMOpdHMIT BUMIp
COMATUYHO-BECTMMEHTAPHOIO KOAY MOXKHA KiIa-
cngikyBaT SAK OJHY 3 MOX/IMBUX COMAaTHYHUX
pempeseHTaliil paH abo XBOpoO, 110 MOXYTb BTi-
JIOBATV KOJIEKTUMBHY IIaM ATb 4M iCTOpMYHE Ha-
CUIBbCTBO.

Kareropis «rima, mo 6omtb» (body in pain)
€ ILe OfHMUM CyTTEBMM aCIIEKTOM COMAaTU4YHO-Be-
CTMMEHTApHOro Kofy. TeopeTuHMM HiAIPyHTAM
1A BU3HA4YEHHA i€l KaTeropil ciyrye mpang
Eneitn Ckeppi «The Body in Pain: The Making and
Unmaking of the World» (1985). 3a Ckeppi, «exc-
TpeManbHMit GisuuHMIt 611 OCTAE K MEePBUHHA
MOJIe/Ib I OCMMC/IEHHA 3HaHHA 11 BJIafiy, PyViHY-
BAaHHA I TBOPEHHS, TOJIOCY I COMM, ifeHTUIHOCTI
Ta 1i 3alepedyeHHs, perpe3eHTallil 1 HepenpeseH-
Tarii, BUuAMMocTi 11 HeBupuMocTi» (p. 36). Came
¢bisnyamit  6inmp  3matHUI TmepedopMaTOBYBATU
peanbHIcTh i camicTpb (Scarry, 1985, p. 19). OTxe,
Timo, mo 60/MMTh — ILe CTaH, y AKOMy QisuduHe
CTpaKIaHHS PYIIHY€e MOBY, 00’€KTMBYE Cy0 €KTa i1
«p0o30yIOBYyE» CTPYKTYpU OCOOMCTOI Ta COLjiab-
HOI peanbHOCTi. BOHO MOXXe 3BecTy iCHyBaHHA J10
6e3mocepefHbOTO TiZIECHOTO BifUyTTSA i1 3poOUTH
CTpaXIA/IbLIA PAVIKa/JIbHO i30/IbOBAHUM. A BECTU-
MEHTapHUI acIleKT TAaKOTO Tia 3JaTHUI 1ieil Oinb
aKIeHTyBaTy ab0 NMPUXOBATY JI TMM CaMVUM TpaH-
copmyBaTu abpycyu Hal[iOHaNIbHOL iJeHTUYHOCT].

MucrenbKunit BUMip COMaTMYHO-BECTUMEHTAP-
HOTO KOJy O3HAa4a€ IPOLeC XYJOXXHBOTO CaMO-
BUP@XEHHs, KNI TPaHCPOPMYE sSIK COMATUYHY,
BECTMMEHTAPHY, TaK i COIlia/IbHy pelpeseHTallilo
NIPOTAaroHiCTKM. BifgNIOBiHO, MUCTELbKI NMPOABU
repoiHi, 1110 aKTUBYIOTb Ti/IO Yepes CIIiB a0 TaHelb,
3aJIy4eHi TaKOX 70 nepHOopMaTUBHOTO KOHCTPYIO-
BaHHSA HAI[IOHAJIbHOCTI UM eTHIYHOCTi, OCKinbKM
MOXYTb CIIYI'yBaT! BifTBOPEHHIO YABJIEHDb IIPO Ha-
II{OH/IbHY ileHTUYHICTh 200 Ky/IbTYpHY CIIa/jIy-
Hy. BogHovac BoHM ikcyoTs 3MiHM, 1110 BifdyBa-
I0TbCA Ha PiBHI iIHOVBiya/IbHOI iTEHTUYHOCTI.

Amnanisyoun COMaTMYHO-BECTUMEHTAHUII KOJ
AK IHCTPYMEHT pelpe3eHTallil Ta TpaHcopmarril
HaIliOHAJIbHOI iJeHTUYHOCTi B poMaHi B. JIncenko,
BapTO PO3IOYATH 3 POITIALY JIOTO 3MICTY, IO YiT-
KO BKasye Ha COMAaTM4YHY crenudiky, AKy penpe-
3€HTYE TEeKCT. Y>Ke IOODKHUII IOITIAf Ha Has3BU
PpO3AiIiB BUAB/AE aKTUBHY MO3UIII0 Ta SVMHAMIY-
Hy TpaHcdopMalifo, IKuX HaOyBa€e KOMEKTUBHUI

IIEpCOHAX — CIUIBHOTA YKPAalHCBKMX IMMIrpaHTiB
(nampuxiag, YacTumHa mepura MiCTUTh PO3Ainu
«The Death Riders», «The Shroud Makers», «The
Fairy Tale Spinners»; Yactuna pgpyra — «The Soil
Tillers»; Yactuna w'sta — «The Railway Builders»;
Yactuna mocrta — «Builders of the City» [Kypcus
mint] - I'. P.). I]s 3miHa poreit 306pa>keHoi CITijib-
HOTYM IMMITpaHTiB [eMOHCTpye II AMHAMIYHMIA
X TpaHcdopmalii, y mpoueci sfkoro immi-
TPaHTM HaMaralTbCA aCMMIiMTIOBATUCA 32 JOIIOMO-
TOI0 TPAOULIIHUX IiCE€Hb, OFATY, DKi Ta puUTYyaIlis,
IIOB’s13aHNX i3 IEBHMMU IOpPaMu POKY. Takum 4u-
HOM, Ha HapaTUBHOMY PiBHi Ce30HHA ITIOBTOPIOBA-
HicTp mpupopu ¢opmye MidonoriuHy LUKIIYHY
CTPYKTYPY, IO CIpUAE INPOLECY IXHbOI afjaITa-
uii. BogHovac 1e monermrye e ofMH Ipolec Ha
II03aTEKCTOBOMY PiBHi: BifTBOpE€HHA LMK/IiYHOI
CTPYKTYpU NPUPOAY B HAPATUBi [O3BOJIAE UUTA-
YaM IPOCTEXUTH I CIIOCTepiraTu XKUTTEBI LIUKIN
JIIOOVIHU — BiJj AUTUHCTBA O JOPOCIOCTi TONOBHOI
repoini Jlinni Jlanpgam. Te, mo possutok Jlinii €
TaKOXX IIPOCTOPOBOIO 3MiHOIO — ajpKe II Jopoci-
IIaHHS 30ira€ThCs 3 MEPEXOJOM i3 CITBCHKOTO 10
MiCBKOTO IIPOCTOPY — AOHATKOBO MiIKPECIIIOE TEMY
JIIOICHKOI 3[ITaTHOCTI 0 3MiH, HaBiTh pafVKaAbHUX:
Bifl ce/lAHKM, IO Ipallo€ Ha Mpepifax, o Mojep-
HOI/MOJepHi30BaHOI 0COOMCTOCTI, AKa MeEIIKa€e B
micri. I, 3BicHO, 11i 3MiHU MalOTh CBOE BigoOpa>keH-
HA 11 y BECTUMEHTApHOMY IIIaHi.

Otxe, i30MOpHMIT acIleKT, Ha AKOMY IPyH-
TYETbCA XapaKTEPUCTMKA IIE€PCOHAXIB y pOMaHi,
Hajineple IpOABIAETHCA Y NPENCTABIEHH] TO/I0B-
HOI repoiHi — Jlinni JIaHpam, JOHBKM CeNAHCHKOI
ponuHN 3 DyKOBUMHM, IpefCTaBHUKIB IE€pIIOi
XBWII YKpalHChKMX iMMmirpanTiB o Kanamgm. Yke
B II€PEMOBi aBTOPKa IIOJJa€ COMAaTUYHY XapaKTe-
puctuky JIimm, fika 3TOZOM BM3HA4Ya€ IOAAJIBIIY
tpaHcdopmaiiito repoini: «Cepes HUX 3pocTana [i-
BYIHA, Ky 3eMJIs1 i Hebeca CIIOHYKa/IV BUPaXKaTy B
IiCHI Ty CIOPifHEHICTh MK JIIOAVHOIO i IPUPOJOI0,
[0 Joci icHye cepen censH. [...] I cmyx OyB Hama-
LITOBAHMII HA PUTMU TUX, XTO PO3OPIOBAB 3€MIIIO,
xTO OyIyBaB 3a/Ii3HMILII /I TBOPUB XXUTTS 1A IPU-
iipemHboro nokoniHuA» (Lysenko, 1992, p. ix).
Byxo gutnHM ctae MeTadoporo 3B’ 13Ky MIXK JIIOIM-
HOIO 1 IPUPOJIOI0, AKNI POSTOPTAETHCA TYT AK CIIe-
nudivyanit isoMopHMIt MefiaTop, BaXX/IUBUI Ka-
HaJjl iHinjanii, 110 aBTOMaTMYHO Ha/JALITOBYE TilO
JIinmni Ha 3MIiHHMII PUTM AUMKOTO I 3aXOIUIMBOTO
opraHismy Impepii, BCTAaHOB/ITIOIOYY CIleldiaHmi
«isomopdisM MK IepcoHakaMu Ta eJleMeHTaMMU
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npepii, mo ix otouyotb» (Mycak, 2001, p. 3). Bin
CMHXPOHI3y€e YKpaiHCbKY IICHIO — 3BYK OaTbKiB-
IIMHU — 3 JOCi HeBiTOMUMU 11, MO>XJIMBO, HaBiTh
JMAYHUMH 3BYKaMM HOBOTO CBiTy. 3rofioM IIicHA
IoIIOMOXKe il 30epertu Tpamuuilo pimgHOI 3emiii
Ta NPU3BUYAITUCA [0 HOBOro cBiTy. Ha movarky
caMe coMaTu4Ha 49yTauBicTh Jlinni mo 3ByKiB Ta ii
TOCTPUIL CIAyX LOIOMAraloThb i IOBEPHYTUCA MO
XKUTTS: HaBiTb lepeOyBalouy Ha MeXi CMepTi, BOHa
4ye IpyIy YKpaiHChKMX iIMMITpaHTiB, AKi CIiBaIOTh
CYMBOJIIYHY 0OpAOBY IiCHIO ITOcepef; KaHaICbKOI
npepii. Kpim Toro, cipaiiboBye 11 IeBHMUII Bi3yanb-
HUI (BeCTMMEHTApHUIT) OpieHTuUp, Axkuii gae Jlimni
Ha/Iifo, 110 IiM 71 pigHi B)Ke 6111M3bKO: BOHA TO6AYM-
J1a 3HATOMY YEPBOHY XYCTKY Ta KapTaTy CIIiIHALIO,
a TakoX 4onosika y koxyxy (Lysenko, 1992, p. 4).
LIi eneMeHTN BECTMMEHTAPHOIO KOZY, TaK CaMO AK
i micHA, CTAlOTh MefliaTopaMy MK iMMirpaHTamu
Ta HOBMM CBiTOM, IIPOL}eC aflallTallil 10 KOTO € [[0-
CUTD TPUBAIVIM Ta OOJIIOUVIM.

IIpepia HaTOMICTb CTa€ «CaMOCTITHOKO CYTHi-
CTIO», OCKIZIBKM i OIMCHU «IIPOHMUS3YIOTh HApATUB»
(Mycak, 2001, p. 3), 3HOBY BUAB/IAIOYN BaXX/INBICTh
isoMopdHOro 3B’A3Ky MiXK IPMPOJIOI0 Ta IIEPCOHA-
»KaMI, 1110 JI0TO penpeseHTye poMaH. BigmosigHo,
semns y pomadi B. JIucenko pscHie comaTn4Hu-
MU pucamy; il Tio, 064 7 ro10C ONMUCY0Th-
cs1 i30MOpQHO, KOMU TOJAETHCS 300pakeHHs Il
«BUTHYTOI'O o6p110», «peNoK, 110 TATHYINCH, MOB
OBi CpiOHi CTpiukm», Ta «TUCAYi KPUXITHUX TO-
noci» 3emmi (Lysenko, 1992, pp. 3, 66). binbue
TOTO, 3eMJIA CaMa CTa€ i30MOPPHNUM TilIOM, KON
300paXXyETbCA TAKOIO, IO MPOOYIKYETHCA IiC/IA
3UIMOBOTO CHY: «3eMJIA IIMOOKO [IUXaya, BUXOZS-
Yy 3 KPMXKAHOTO 3aljilleHiHHA, gKe CKYBajo ii Ha
icTh MicstiB» (p. 47); abo, 1o Ije BaKIuBillle,
Koy 1i IOPiBHIOIOTH i3 «MaTip’t0 Mic/IsI MOJIOTiB»,
a Biff4yTTA po3crabieHHA 3eMi HaBecHi Iepepa-
€Tbcst 11 ManeHbKiit Jlimi (p. 75). OcraHHe mopiB-
HSHHS MiXK 3eMJIEI0 Ta >KiHKOIO € TOKa30BUM, aJKe
BOHO CTAaHOBUTb XapaKTepHy pucy pomany. He
IOVIBHO, 1110 IPUPO/IA 3araJIOM 9aCTO MOPiBHIOETHCA
y TBOpi 3 KiHKOIO, fK, HAIPUK/IAJ, Y 3iCTaB/I€HHI
nita 3 OOrMHe0, «BOPAaHOI B KOPA/JIOBMII MYCIIiH,
AKa TpallilffHO KPOKY€E 3eMJIEI0, PO3CUIIAI0YM KOIII-
TOBHOCTI 31 CBOIX poykeBuX nasnblis» (p. 73). Ilo-
CIJIAIOYNCh Ha aHami3 izomopdismy y JIuceHxo,
spivicnennit Munak, a Tako>x Ha saysaru Mapraper
ErByn mopo Meradopu «[m]pupopa sk XKiHKa» B
KaHaJCbKiil mitepaTypi (umt. 3a Suchacka, p. 173),
Beponika CyxalbKa Harojouye Ha BelIMKill Kilb-

KocTi mopi6Hnx Meradop y «KoBtux uwoborax»,
AKi QYHKIIOHYIOTb Yy JBOX HANpsAMKAX, OCKIIbKU
pOMaH MICTUTh YKCIEHHI IMOPiBHAHHA JXiHOK i3
npupopoio (pp. 173-174).

Tomy He guBHO, o Jlinai NopiBHIOETbCA, Ha-
OPUKIIAJ], i3 «CaMOTHIM JMCTKOM» ab0 «IMKOIO
TBapMHOWO», ocmabneHon xsopobowo (Lysenko,
1992, pp. 5, 42). 3aBOAKM 3aTOCTPEHUM YYTTAM
Jlinymi 3pgaTHa pearyBaTy Ha KOXK€H HaiiMEHIIMI
IIpOAB IPUPOAM — YU TO IOAYB BiTPYy, UM BUTTA
BOBKiB. [IokuHyTa popnHoI, JIi/IIi 3alI0BHIOE L0
€MOIifIHy ITOPOXKHEYY 3a MOIOMOTOI0 iMITy/IbCiB
MaTepi-IpUpOAN; BOHA 3a4apOBYETbCA IIPEPi€ro il
crae ii yactuHolo. Ileil Ticuuit 3B’ 430K momivae ii
wKinbHMit yunrensb lan MakTasim, ipmangcbkmin
iMMirpaHT, sAKuit HemoaBHo npuoys no Kanamn.
Y itoro BIacHMX cIpobax ajalTyBaTICA ;O HOBOI
CIIIZIBHOTY «JIMCSAYa 30BHILIHICTb» IIEPCOHAXKA ITif-
KPEC/IIOE JI0TO YHiKanAbHI PUCH, ajlie BOJHOYAC Jla€
3MOTY 3JIMTVCA 3 HOBUM CepefloBUILEeM depe3 Bifl-
KpUTTA 3eMJIi Ta ii mopeit (p. 5). Bin Biy4Ho 3ayBa-
JKy€ «OKCaMUTOBY BOPCUHKY IETIOCTKM KPOKyCa»
y HusbKoMmy rosoci Jlimi ta i «XymopnaBy Ipyp-
HY KITVHY, 1[0 BUIIMHAIVCA, MOB Y romy6a» (pp.
38-39). I came BiH 3HaxomuTh g JIiwii iM’g, ke
BKOPIHIOE ii ileHTUYHICTD Y IPUPOJL, aJi>Ke NiB4UM-
Ha Harajiye oMy «TUTPOBY Jinero mpepii» (p. 41).

3p’a30k Jlimn 3 mpupojoro crae ¢yHaMeH-
TAJIbHUM eJIeMeHTOM II TpaHcdopmaliii, aje BOJ-
HOYacC BiH YKOPiHEHUII y 3eMJIi Ipepil yepes BaxK-
Ky TIpauio it GpisyaHmit 6i1b, AKMX BOHA 3a3HAE IIiJ
yac >KHUB i 06po6ku semi. Ii 60ci 3acmarti Horw it
36ipIIeH] pyKy Hi6VM BOMIPAIOTh )KUTTEBY €HEPrilo
3eMJIi, KOMIIEHCYIOUM TY, AKOI BOHA HE OTPUMYE Biff
POIVHMN: «BOHA Bi[4yBaja BECHY, SIK CEJIIHKA, CBO-
iM TinoMm; 11 CIOPiAHEHICTD i3 3eM/IeI0 TIOHOBIIIOBA-
nacs. [...] HemoB Mokpmit ropo6uuK, 1o 1j0iHO
BUJIYIIMBCA 3 AN, BOHa MyCU/Ia IIPUCTOCYBaTUCH
JI0 HOBOTO s, AAKe IT0YaJI0 HAPOKYBAaTUCS IiC/IA
TYOKHA 1i oy>kauHs» (Lysenko, 1992, p. 31).

[Tipirparoun Jlinmi, mpepis ManitoOu Takox
IIPUCTOCOBYETHCA IO HOBOI IIOPY POKY, IPUKPACUB-
LIM IepeBa, MOB IOHY [iBUMHY, KUTULAMY KI€Ha, 110
«[I3BEHI/IN, Haue CEpeXXKI» PiSHMUX KOJIbOPIB; 1je Ha-
ragye Jlinni 06pas UraHChKOI AiBUMHM, BASATHEHOI Y
SICKpaBMIl pisHOKONIbOPOBUIL ofAT (p. 31). besimen-
HOIO «ILIMTaHKOIo» HasyuBamu camy Jlini 1i pigHi (p.
18), amke pomHa BBaXKae 1i HeOKaHOI AUTUHOIO.
Ii 6aTbko AHTOH JIaHpmamI 3aBXKAM XOTIiB CMHA LA
pobotn Ha 3emii. Kpim Toro, Jlimi Hapogmnaca y
CYTiHKOBY TOAMHY 71 Oy/Ia BKpUTA «II0IOTOBOIO CO-
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POYKOIO», IO CIIOHYKajIo 6abycio EPpocuHito Has-
BaTU 11 «I[aC/IMBOIO HENJaCHUIIEIO» Ta nepenéaqmm
it HagmpupopHi «4apiBHI Mo>x/mMBOCTI» (pp. 65,
92). Otxke, JIi/uti OTOTOKHIOE ceOe 3 «IIMTaHChKIM»
IepeBOM IIpepii, CHMBOJIYHO NIPUIHATUM Ma-
Tip 10-IIPMPOIOI0 HA HOBOMY €TaIli >KUTTA. 3aBAKN
isomopdismy mporjec il acuMinALil Ta IPUITHATTA
HOBUX pojteit (IIKOJAPKI, TOHbKI, OHYKM) ITOM sIK-
LIYETHCA 3a MiATPUMKI IIPUPOLIL.

OkpiMm nporaronictku, B. JIucenko 3acrocopye
isomopdismM y xapakTepymcTuiji iHIIMX IepcoHa-
Keil, CTBOPEHMX y POMaHi, 30KpeMa, y 300pakeHHi
poxpuuu Jlangamis. Oco61MBO 1ie TOMITHO B OMICI
pOAVHHOrO naTtpiapxa AHTOHa JIaHpmamma, 4nii rm-
OOKMIT 3B’130K i3 3eMJIer0 3aK/IafileHNil y>Ke B caMo-
My 1ioro npisuii (Landash), mo migxpecmioe ioro
«CTUXiJIHE TIparHEHHA 3eMJIi», Ha fAKe BiH «Bifry-
KyBaBCA [...] OTY>KHOW0 (Di3MYHOI0 peakIiieion, Mo
BUJIAETHCS HACTIIbKM OpraHiuHoOI0, HibM Oyria 3anu-
caHa B KOXKHIiT KriTuHi itoro tima (48). Vloro omsr,
NpOCTWil 1 MIiITHMI, MiAKpiIUIioe 3B’s30K AHTOHa
Jlanpamia i3 3emsier0 KOpMYHEBATO-CipMMU BifTiH-
KaMJ COpOYKY, INTaHiB Ta 4yepeBuKiB. IIpaus Ha
3eMJIi lapy€e MIOMY Bi4yTTs BiJHOB/IEHHSA VI CUJIN,
a OTpMMaHa Millb INPOABIAETbCA B JMOTO PyKax,
sKi Harafyorb «0yns6m» (171), CTaloTh CUMBOIOM
B3Aa€EMOJIiI IMMITpaHTIB i3 3eM/Iel0 — B3a€EMOJil, 11O
rapaHTye IXHe BVOKMBaHHA Ha Hiit. [lonpu 1o 1mo-
TY)KHY i30MOp(QHY XapaKTepUCTUKy AHTOHA, JIOTO
CIIbHI KIiHIIBKM TaKOX YOCOOTIOIOTH BCEOXOITHE
IOYYTTA BIACHOCTI OO 3eMJI, fKe 3acyiIlIoe
JIOTO HACTI/IbKY, IO BiH TOTOBMIT IIPOJATY BIACHY
IOHDBKY 3311 3000YTTs HOBMX aKpiB.

[HmmM nepcoHaXkeM, IO MIOCTpye ifero i3o-
Mop¢Horo Tima, € 6abycs €dpocunisa. IlocriiHo
3afHATA XaTHIMU CIIpaBaMy — IPUTOTYBaHHAM DXKi,
KOHCEPBYBaHHJIM OBOUYiB, — BOHA BB)XXAETbCS Oepe-
TVHEIO TpaJIMLilii CTaporo Kpar B pojuHi Jlanganis.
BoHna rm16oko BKOpiHeHa y CBiT mpupoam, Tomy il
30BHIIIHICTb MOPIBHIOETBCA 3 «MYXOMOPOM <...>
BJIATHEHA y IIOMapaH4eBy KOMTHHY, 3€/eHy CIIif-
HULIO i3 CUTIHO Ta Oinmit TIOpOaH i3 3aB’s3KOI0 Ha
nigbopinai» abo «pym’siHuM s6myakom» (Lysenko,
1992, p. 15, 92). babyca Edpocunisa nomobrsana
KOJIbOPM 71 «HOCU/IA IX PasoM, i BOHM IacyBau ii
YHIKa/IbHill 0cOOMCTOCTI, sIKa TaKkoX Oyra CrIOBHe-
Ha KonbopiB» (Lysenko, 1992, p. 15). babyca €d-
POCHHIA PO3TALIOBYE CIIELil, TpaBy Ta COJIiHHA Ha
KYXHi fIK «Bi3€pYHOK ByKOBMHCBHKOI BULIMBKI», 1110
HaJla€ pifHOI/3HaIOMOI CTPYKTYpY HOBOMY ITPOCTO-
py (Lysenko, 1992, p. 63). He auBHo, 110 came 6a-

6ycs EppocuHisa po3noBifae icropiro mpo cominky 3
Ky1a )xypasimHu. [le posnosigp npo TaeMHe BOMB-
CTBO i1 TIEPETBOPEHHA BPOMIMBOI AiBYMHI Ha KYII]
KYPaB/IVIHY, 3 SKOTO 3TOfIOM POOJIATH COMIJIKY, IO
criBaTHMe JIIO[CbKUM ronocoM. Lls icropia B icTo-
pii He JIMIIIe TPYHTYETbCS Ha i30MOpGHOMY 3B SI3KY
1l mepcoHaxiB i3 IPUPOJ0I0, & 11 PO3BUBAE JIOTO AK
BM3HAYa/IbHMIT y Xapakrepuctuii Jlit. Bona me-
penBiiae ii MaitbyTHIO TpaHcdopMaliiio, o po3mno-
Jayacs 1ie Tif Yac CMepTebHOI XBOpOoOM Ta mifro-
TOBKY POAVHIU 710 1i ToXopoHYy; MoOB deHikc, Jlimi
MYCUTb TIOMEPTH, 11100 Bi[pOIUTUCS ii 3HANTI CBOE
icTuHHE «i». lle mepepo>KeHHs criocTepiraemMo i y
BeCTVMEHTApHOMY IUIaHi: ToBre 6ie BOpaHH, sKe
nounwia 3eHoBia, Matu JIuti, Ta BIHOK 3 KBiTiB Ha
TOJIOBI - BCe 1ie JJa€ iBUMHIIi BiuyTTs «be3TinecHo-
cri» (Lysenko, 1992, p. 21). IloxoBanbHi maryu Haye
PO3UMHAIOTH TIIO AMUTWHMU, 3pOOMBIIM i HEBUU-
moro. VI Ha ipotusary, komu JIijii Bee 5 o/1ae XBo-
poby 11 omyxye, MaTy 00ilsie oYLl ACKPaBY CYKHIO
3 KBiTaMI, a TAaKO>X 4ePBOHI CTPIYKM IJIA BOJIOCCA
SIK CUMBOJI, B sIKill XOAUTUME O IIKOIM 1 MO3Ha-
MOMUTBCA 31 CBOIMM OJHOK/TACHMKAMM Ta BUMTEIEM
(Lysenko, 1992, p. 41).

Came mpupopa >KMBUTD, HMiATPUMYE il TpaH-
cpopmye Jlimi K MEHTa/lbHO, TaK i COMATNYHO:
«OfKOTa, Haue 30/10TaBa NPUKpaca, 3acTpAria B
KOpMYHEBOMY IaBYTHHHI ii Bomoccsa. «BoHa py-
Mae, IO A KBiTKa» <...> 6IpKoJa KPY>K/IA/Ia HaBKO-
710 ronoBy JIiymi, HeHade OKPeCIYM HiafieMy»
(Lysenko, 1992, p. 64) Inakiue kaxy4n, Ipupofa,
AK TypOOT/INMBa MaTy, CIIpyUA€E IPOIECOBi acUMiA-
il JiBYMHN.

MoxxHa cTBepIpKyBaTy, 110 NPUPOJA iHTErpye
iMMIrpaHTiB y HOBY pea/nbHIiCTh Yepe3 IxHiil Oes-
TOCepefHill NOCBif Mmpali Ha 3eMJIi — HiA/NbHICTD,
nobpe Bifomy iMm i3 GarbkiBupHN. TakuM 4MHOM
BOHA IPUIIBUJIIYE OCBOEHHA HE3HAHOTO W CIIPU-
se acuMinanii. [Ipore g acuMinAnis yepes npupo-
Iy Ma€ MOABITHNUIT XapaKTep: 3 OHOTO OOKY, BOHA
obiiiMae Ta 3abesnedye afamnTallilo i BU>KMBaHHA,
a 3 iHmoro - «3abupae B Hux [immirpanTis — I'. P.]
IAUTUHCTBO» 11 BUcHaxye ix (Lysenko, 1992, p. 5).
Binrak focBin «rina, mo 60MTh» CTa€ HEMUHYYUM
Ha IUIAXY iMMirpaHTiB o camoimeHTudixamii B
HOBOMY cBiTi. Bipa JIucenko imoctpye 1e Haitb6o-
TIOYIIINM IPUKIAZOM, a caMe 4yepe3 obpas Jlimi
AK AUTUHY, o nomupae. lleir omuc Bifkpubae
poman, nokasywouu Jlit, AKy, CMEpTeIbHO XBO-
py depe3 HaaMipHy mpaimio Ha ¢epmi TiTKu, mo-
BEPTAIOTh /0 POJVHN «MOB ITOCUJIKY 3 HEAKICHUM
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toBapom» (Lysenko, 1992, p. 9). Peaxuis ii Tina Ha
BUIIPOOYBAaHHSA € COMATYHIM CUTHAJIOM BiMOBU
IPUITHATI peabHICTb i 6pak M060Bi — He3aMiHHO-
O HOYYTTS, SIKOTO IOTpebye KoXKHa puTuHa. Lle i
BifiMOBa OYyTM acHMiNTbOBAHOIO CUTYALIi€I0 Ta Tiec-
He HEIPUMHATTS BilYy>KeHHS BiJj pOAVHIL

[HmMM mpuKkIagoM o6pasy Tima, 10 OOINTH
Jliti € cuHeK[oxanbHMIl onuc I pyk. Henpupogso
IOBTi I AMTVHY, BOHM O3HAYAIOTh XMOHMII eTal
amanranii. [i pyku, iHCTpymeHT TBOpeHHs it 6y/y-
BaHHS, 3[JAI0TbCA PyKaMy JOPOC/IOL JIIONVIHYA, 1O €
HaC/lTiKOM HagMipHOI, HEIIOCU/IbHOI A OUTVHU
npani. Tomy BecHa mia Jlini € He nuine modat-
KOM HOBOTO JXWTTS, @ 11 4aCOM HECTEepITHOTO OOJIIO:
«Komu Bakkuii emit mpopisas 4otupudyToBy 60-
PO3HY B yIIepTOMY I'PYHTI, IOBLIbHMI, TTeKy4Mil 6i1b
noyas BiguyBatucs B ii [JIiwi - I.P.] m’a3ax. Bona
CIIOTMKA/IAcs 00 IPYAKM 3eMIIi, 10 TOCTPO Bpisanu-
cs B 60ci Hory. [Texyuwnit 6i1b OB3 yropy il CIMHOO
11 Horamu. Ilepen ounma cralaxHys10 YepBOHE CBiT-
710, a C/IbO3Y rapsde Tekan o obmaaio» (Lysenko,
1992, p. 47). binb Jlinni nos’si3anmit He nniie 3 i-
3UYHOIO ITPALIElo, a i i3 BHYTPIIIHBOI 6OPOTHOOIO —
BiIMOBOK 6aTbKa BM3HATU II CBOECK MUTUHOK Ta
TPAaBMOIO IIOKMHYTOCTI. ¥ Ci I1i IICMXO/IOTiYHi BUIIPO-
OyBaHHs 3akapOoBaHi B 1i Tinti y ¢popmi 60o7tr0, sKuit
BOHA IIi/ICBiJlOMO IIparHe IIEpeTBOPUTH HA IIOCh
TBOpYE, 1O 1 3AIICHUTBCA TPOXU 3TOOM Yepes
cmiB i muTTA. Ile BifnmoBiflae mpolecy, onmMcaHoMy
E. Ckappi, 3a AKOI0 «TBOPEHHS 11 30CEPeIKEHICTD Y
CBiTi MaTepia/IbHUX peyein € MATBEPI KEeHHAM i 3Ha-
KOM TOTO, 1[0 IIOCh ITIOOKe i TpaHchopMariiiiHe
iHTYITMBHO BinbyBaeTbhcA [...] TBOpUicTh cTae 3aco-
OOM CIlaciHHA Biff CTpaXXIaHHA, TA MOMEHTOM, KOJIN
icropia mepexongiryposyerbca» (38).

«KoBTi 4060TN» — Ile poMaH IO IOIIYK Bac-
HOTO IO7I0CYy B Pi3HMX KOHTEKCTAX, 110 BUAB/IAETHCA
y ABOX coMatnyHux cdepax Jlimni - cmiBi Ta mmt-
Ti. [lepumit acrieKkT 1o’ si3aHMit i3 puTMOM i My3u-
KO0 AK YMHHUKaMM acuMinAuii. Ile moseprae Hac
T0 COMATMYHOI [ieTajli Ha IMOYaTKy POMaHy — Byxa
Jlinni. I3omopdHe Tino mocrae GararoiapoBoio
KOHCTPYKIIi€I0, IO IEPETUHAETHCA 3 MUCTELIBKUM
yioro BUMipoM. I 3HOBY came mpupoja — npepis —
CTa€ IPYHTOM JJI1 TBOPYOTO IMITY/IbCY: «My3MKa, 1110
nepeciigyBaa ii, Meojis, AKy BOHa HIKO/I/ He 9y/1a
BJ/KOHAHOIO 4M 3aCIliBaHOX0. BoHa muHyia 3 moBiTpsa
i cynpoBopKyBaia ii. [llopasy, Koy TiHb KoB3ana
mepeBamy, Iie 6yso MoB HoTa» (Lysenko, 1992, p.
73). 3rifHo 3 po3BigKO0 MuIaK, «I1icHs MIPUXOJUTD
mo [...] [limni] yepes 6esmMexxHy mpuUpopy», i came

BOHA «y0cO0/II0€ YKpaiHChKicTh» (7). OTxe, Ha TIO-
YaTKy POMAaHY 3By4aTb [IBa poTaroHictu — JIiyi i
npepis. [xus «nomidoHiuHa rapMoHisa» meperrira-
€TDbCS 3 YKPATHCHOKUMI OOPATOBYIMII IICHAMM ¥ CTA€
3LI/TIOBA/IbHUM 3BYKOM, LIJO HA/IALITOBYE iMMirpaH-
TiB Ha HOBWII cBiT (Lysenko, 1992, p. 11).

ITepeisn mo Binninera sMiHIOE 1110 3BYKOBY IIaJli-
TPY: TOIOCK IIpepil MOCTYIAIOTHCS «IIOJITIOTUIHO-
My BaBIJIOHY ronocis» Micta (Lysenko, 1992, p. 352).
IIpupogHuil puTM HOLLB i BiTpiB 3aMiHIOETbCA Me-
xaHizoBaHUM putMoM ¢abpuk. Ilomidonis mormm-
O/MI0€TbCA Yepe3 My3U4Hi 3aHATTA Ta (PONBKIOPHNUI
XOp, Y KOHI|epTax SKOTO OePyThb y4acTh IpefCTaBHM-
KM pi3HUX KynbTyp. JOCBij pisHMX eTHIiYHMX T'O/I0CIB
3arOCTPIOE BifIMYTTS BIACHOL imeHTHMYHOCTI JIimmi.
[InTTs cTae pinampHMM eTaroM ii CoMaTUYHOI TpaH-
copmarii: «Komm ii cMak po3BMHYBCS, BOHA ITOYasIa
CTBOPIOBATYU KOCTIOMM JIA iBYaT Ha pabpuiyi, a 3ro-
[IOM 1 JIA KiHOK, AKi BifiBiflyBanyu KOHLIEPTHA XOPY»
(Lysenko, 1992, p. 275). Metadopa opary ¢yHKIi-
OHY€ fIK apXiTeKTypa Ti/a, GOPMyI04M HOBE CaMo-
cipuitHATTA. [i «<aMbieKcTpist» Ta «BIPaBHICTD PyK»
(Lysenko, 1992, p. 65, 276) Telep He BUCHAXYIOTb i
He JIpaTyloTh, a TBOPATb. [[eKOPyHO4YM KPaMHMUIIIO
OYKOBMHCBKMMM OpPHaMEHTaMM, BOHA IiIKPeC/Ioe
BJIACHY ilEHTUYHICTb: «fI B IIbOMY CXO>Ka Ha CBOIO
6a0ycro. IIpueMHO CTBOpIOBATM ILIOCH 32 BIACHUM
3ayMOM, 1ie IOIIOMara€ BifipBaTucsA Bif MallIVHIN.
JIropu, 3maerbes, BXXKe He MAlOTh 4acy Ha Taki pedi»
(Lysenko, 1992, p. 276). JKoBTi 9obitky, ski Jlimri
OTPUMYE Bifi MaTepi, CTalOTb CUMBOJIOM HOPOCIIi-
IIAHHS Ta KY/JIbTYPHOI TAITIOCTi, YOCOO/IOIOTH 3a-
BEPILIEHHs COMaTUYHOI acuMinALil JIimi, i akTuBHY
IPUCYTHICTD Y KaHaICbKOMY CYCI/IbCTBi 6€3 BTpaTu
3B’A3KY 3 YKPaiHCHKOIO IPOMAIO0.

Y pesynbraTi TEKCTyalbHOTO aHaji3y uepes
npusMy o6pasy Jlimn Jlanpam BusHaueHO i30-
MOpQHMIT XapaKTep B3a€MOAii YKpalHCBKUX iM-
MITPaHTIB i3 KaHA[CbKOIO IIpepi€ro, le Ipupoja 1
TiJIO pa3oM i3 CBOIM BECTMMEHTaPHUM KOMIIOHEH-
TOM B33a€EMHO Bif|I3epKa/IIOI0Th i TpaHCHOPMYIOTH
opHe opHoro. CHnmpamouyuch Ha TEOPeTUYHI Iif-
xopu C. Munak 1a E. Ckeppi, gocnimKeHHs Tpak-
Tye ¢isuuHe CTpaXX[JaHHA fAK BOJZHOYAC PYIHiBHE
i1 TeHepaTVBHe B JOCBifi imMmirpanii. binp Jlinmi
CTa€e MefiiyMOM BHYTpilIHbOI TpaHcdopMmaliil, o
peanisyeTbca 4Yepes XyHNOXKHE CaMOBMPaKEHHA —
cniB i murTa. [Iponec acuminAnii i, BignoBigHO,
pekoHirypauii HarjioHa/IbHOI iIEHTUYHOCTI CUM-
BOJIIYHO 3aBEPILIYETHCSI 0OPa3OM )KOBTHUX YOOITKIB
AK 3HAKOM TiZIECHO BTi/IEHOI KY/JIbTYPHOI TAIIOCTI.
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Omxe, poman Bipn JInceHko KoHILeNTyaisye acu-
MIJIALI0 He Jaulle K COoLiia/IbHy iHTerpauino, a AK
IIMOOKO OTi/IeCHeHMIT Mpoliec, y AKOMY Tilo, 30-
KpeMa 4epe3 BeCTMMEHTApHMIT KO, BiKcye, mepe-
XUBa€ 1 TpaHCHOPMye HANpyKeHHA Mirpamii Ta
yKpaiHO-KaHaIChbKOI riOpuiHOI ileHTUYHOCTI.

KoH¢nikT iHTepeciB

ABTOp He Ma€ IOTEHIIHOrO KOHQIIKTY
iHTepeciB, KU 6M MIr BIUIMHYTY Ha pillleHH:
IIpO OmyO/TiKyBaHHA Iji€l CTATTI.

BMKOPUCTaHHA WITYYHOrO iHTENEKTY
[Iry4ynnit iHTENTEKT y M[OCHIIKEHHI He
3aCTOCOBAHO.
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Abstract. This paper examines the representation of aged female characters in contemporary Ukrainian literature about the
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CTAPI )KIHKU B TIHI TAM’ATI: Y MOLWYKAX CTAPUX MNEPCOHAXOK
B YKPAIHCbKIU JNITEPATYPI NMPO POCINCbKO-YKPAIHCbKY BIMHY

AHoTauifA. Y cmammi docnioxeHo penpeseHmadito 06pasy cmapoi XiHKu y CyudcHil ykpaiHcskil nimepamypi npo pocit-
CbKO-YKpaiHCbKy 8iliHY. OCHOBHUU akyeHm aHasnisy cmapux NepCoHAXoK Cmoime Ha memax nam’sami, 00My, MixknoKOMiHHEBO20
KOHRikmy ma eHympiwHix 8Ukiukie cmapiHHa. Cmapicme 8 Mexax pobomu po32190aembcs He AK (iKcosaHuli XpoHO102iu-
HUl eman 100CbKO20 XXUMMA, d AK coyianbHUli ma HapamueHUU KOHCMPYKMU, Wo 8niusaromes Ha cnocobu penpeseHmauil
ma subydosysaHHsa ideHmu4yHocmi. Cmamms nponucye npoyecu mpaHcgopmayii MapeiHanizosaHoi xiHo4oi gieypu nio ennu-
80M BIlIHU SK eK3UCMeHYitHOI 3aepo3u, a makox cmpamezii N000/IaHHA 8iKo8oi ma reHoepHoi MapaiHanizayji.

Mamepianom docnidxeHHs cmanu xy0oxHi mekcmu, HanucaHi 00 nosHoMacwmabHo2o0 emopzHeHHA Pocii 8 YkpaiHy, aki
8idobpaxarome paHHi nimepamypHi peakyii Ha 8iliHy 8 pi3HUX xaHpax: n’eca «XnibHe nepemup’a» Cepeis XKadaHa, n'eca «[MozaHi
dopozu» Hamasnku Bopox6um, pomaH «Jous» Tamapu lopixa 3epHa ma pomaH «[Joszi yacu» Bonodumupa PagheeHka.

KniouoBi cnoBa: imepamypHa 2epoHmMosioeis; XiHouye cmapiHHa; ykpaiHcbka nimepamypa; Cepeiti XXaoaH; Hamanka Bo-
poxobum; Tamapa lopixa 3epHs; Bonodumup PageeHko.

Western youth-oriented culture often overlooks
the challenges associated with aging. Some geron-
tologists suggest that the reluctance to openly dis-
cuss the ageing process stems from biological and
psychological factors. However, cultural gerontolo-
gist Margaret Gullet argues that aging is influenced

not by biology, but primarily by culture (Gullet,
2004, 102). It is culture, in its broadest sense, that
defines who qualifies as any old person, when this
transition occurs, how others should treat them,
and how an older individual is expected to present
themselves in Western society.
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For most people, aging can be a challenging
process due to changes in health, retirement, and
the reduction of social networks. However, the ex-
perience of aging is not uniform; men and wom-
en often enter this stage of life under differing cir-
cumstances and with varying degrees of societal
pressure. These differences are rooted in deeply
embedded cultural and social constructs that shape
the expectations, roles, and opportunities available
to individuals based on their gender. As a result,
exploring the intersection of aging and gender be-
comes essential to understanding how these factors
influence not only the physical and emotional as-
pects of aging but also the societal perceptions of
this process. Therefore, to study a literary image of
an aged woman, it is essential to address the gen-
dered aspects of aging.

One of the prominent voices significant for the
beginning of cultural gerontology was Susan Son-
tag. In her essay The Double Standard of Aging,
Sontag emphasizes that male and female aging is
perceived differently in Western society. While
her views on women and their problems have
since been revisited, Sontag still highlights one
of the greatest issues of aging — the gender aspect
(Sontag, 2024, 7). For men, old age has historically
been associated with wisdom and maturity, from
ancient times to the present (Heath, 2009, 1). In
contrast, for women, old age is described as «al-
ways a miniature ordeal» (Sontag, 2024, 4) because
female aging was considered a taboo - a dirty se-
cret. Women had to mask their faces and bodies
to hide their age or even avoid talking about it. It
was deemed inappropriate for a woman to grow
old (Sontag, 2024, 5). This spotlights the impor-
tance of examining the female experience of aging
as marginal in a sociocultural way.

Therefore, old age, mainly female, must be
critically analyzed in an interdisciplinary context
as a complex of physiological, cognitive, mental,
social, historical, and cultural phenomena. In the
Western context, society often offers aging wom-
en only a limited range of roles, with the most so-
cially accepted being that of a family member - a
caring grandmother. But what happens if she does
not wish to live this way? How is she perceived
outside the family that is still again tied to the re-
productive context?

Faced with such expectations, an aged woman
may find herself isolated and constrained within
this experience, lacking the agency to challenge

societal norms. This lack of autonomy reinforces
feelings of enclosure and loneliness, leaving her
with not many alternatives to redefine her identity
beyond the familial sphere.

In this case, literary texts can provide a whole
gallery of experiences, illustrating issues and an
extensive range of cultural symbols and meta-
phors attached to aging. One of the most com-
mon associative metaphors used for aging, espe-
cially female aging, is the mirror, as only a mirror
can provide an image of aging at its early stages.
It becomes the Other, reflecting even the smallest
changes in a woman’s face and causing numerous
anxieties about her appearance. The idea of a mir-
ror as a metaphor for the female body stems from
Susan Sontag who claims that in societal imagina-
tion, a woman tends to always stare at her reflec-
tion in the mirror. Thus, the mirror can be per-
ceived as a reflection and extension of a woman’s
body itself. Kathleen Woodward further develops
Sontag’s argument by exploring elderly women
through the intellectual lens of psychoanalysis.
She uses Jacques Lacan’s notion of the mirror
stage to analyze the split of the Self (Woodward,
2006, 168). The woman in the mirror sees an old,
decrepit body and perceives this body not as the
Self but as the Other. Woodward makes a dis-
tinction between the social and the physiological
body, which are in constant conflict.

Therefore, literary fiction is not a replica or a
mirror that merely reflects reality, but rather an
analytical tool that can become a cornerstone for
understanding the experiences of this internal con-
flict of female aging in Western society which is
heavily focused on women’s appearance. As for the
Ukrainian literary canon, the prevailing tendency
is to treat aging women with sympathy for their in-
firmity or sentimentalisation as an archetype of the
Mother. The representation of aged women remains
conventional, i.e., an almost folkloric image of the
grandmother that demonstrates how persistent
the connection between the female and the family
sphere is, even when a woman loses reproductive
functions, taking on domestic functions (Gurven,
Kaplan 2008, 55). Ukrainian literature still needs a
tull-fledged first-person novel that could be includ-
ed in the age autobiography genre, as conceptual-
ised by Kathleen Woodward, so-called Her-story
(Woodward 2006, 180) .

In this respect, Ukrainian military literature,
which was reanimated at the beginning of Russia’s
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war against Ukraine in 2014, demonstrates rather
negative trends in depicting women’s old age. How-
ever, unlike the Western war prose of the twentieth
century, which was centered around male figures
(Death of a Hero by Richard Aldington, All Quiet
on the Western Front by Erich Maria Remarque,
For Whom the Bell Tolls by Ernest Hemingway),
contemporary Ukrainian literature displays a range
of women’s experiences. The characters in the texts
are warrioresses, volunteers, doctors, and wives on
the home front who are waiting for their husbands
to return from the frontline. These Ukrainian texts
focus heavily on the female characters’ inner ex-
periences of the war and their perception of a new
reality.

Contrarily, aged women in these texts still fall
into the trap of invisibility and voicelessness. The
depiction of women’s old age in the texts about war
is always fragmentary, barely perceptible. There is
no clear depiction or even signs of the old body in
the endangered war landscapes. In peaceful times,
one of the most important problems for an old
woman might be the aging process and masking
her aging body. However, during wartime, the dis-
course of anti-aging is pushed to the backseat. In-
stead, the older woman tries to survive in a freeze
mode. She is no longer frightened by aging as a pre-
cursor to death. Now, it is not her external appear-
ance but the situation around her that becomes an
immediate sign of death. Under these circumstanc-
es, the old woman hides her body literally (in base-
ments and different kinds of shelters) not to forget
about death, but to avoid it.

In contemporary Ukrainian literature about the
war, an endangered home becomes one of the most
essential parts of a female existence. Metaphorical-
ly speaking, the physical home replaces the biolog-
ical body of an aged woman. It holds memories,
connects her with the previous generations, and
becomes a symbolic shelter. A key point in Ukrain-
ian military plots is that home, body, and memory
are unreliable, but the aged woman tries to rely on
them. Even when displaced, aged women still live
in their homes through the phenomenon of nos-
talgia and their attachment to memories of youth.

Contemporary Ukrainian military prose depicts
aged female characters in war conditions in diverse
ways. Some of the analyzed texts portray an old
woman as a madwoman, while others emphasize
her family ties or religious aspects of life. I chose
these particular texts because they all focus on the

experiences of old women living under Russian
occupation or near the frontline, highlighting how
they navigate war realities by relying on memory to
build resilience. Since this is one of the first stud-
ies of the image of aged women in contemporary
Ukrainian literature, I have deliberately focused on
a small selection of texts that most vividly illustrate
the central arguments of my research. However,
this topic undoubtedly requires further explora-
tion, and I hope my work will spark interest in this
important yet underrepresented subject.

Unreliable Memory

The play Bread Truce by Serhii Zhadan demon-
strates the comic remains of a trope of the old wom-
an as a chatterbox, the trope rooted in folklore-in-
spired literary texts such as Baba Paraska and Baba
Palazka by Ivan Nechuj-Levytskii and The Witch
of Konotop by Hryhorii Kvitka-Osnovianenko,
while portraying three women in an absurdist set-
ting. Among women, there is a strict hierarchy in
which only the oldest, Aunt Shura, has the right to
speak. Aunt Shura represents a suspicious old-aged
female, a gossip who, nevertheless, has an appar-
ent desire to care and help. It is only the first, outer
layer of her character. This external layer conceals
Aunt Shura’s real power status because the events
of the play occur directly in the war space, right in
the middle of the ever-changing frontline. Her city
is surrounded by fire, authority shifts constantly,
and characters frequently refer to the «new» and
«old» authority without naming them directly. In
this unstable environment, Aunt Shura assumes
the role of a steady, local authority. She embodies
the figure of a powerful matriarch (Walker, 1985,
13), possessing knowledge and holding secrets.

Aunt Shura’s memory as an aged woman is slip-
pery and ambiguous. Using her social and political
authority and the fact that she is the oldest, she can
change the narrative of memories, using them to her
advantage. Because the play’s focalization is exter-
nal, first-hand character’s experiences remain unat-
tainable and their thoughts and feelings stay outside
the narrative. In addition, the aged woman carefully
hides her internal self, bringing her old age and life
experience as a substitute for her true identity. The
fact that she outlived everyone in her street makes
her a heroine and an ironically depicted great mar-
tyr. This experience provides her with the right to
assist in burying the deceased mother of the main
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characters, whose body has been lying in the house
for several days. Aunt Shura knows about the funer-
ary rites and rituals — the fact that allows her to act
decisively; she is old in name only. In practice, her
movements are precise and measured.

Nevertheless, Aunt Shura does not answer any
questions. Her speech is not as comical and exces-
sive as her behaviour, and she is often silent pre-
tending she is not there. Aunt Shura uses numer-
ous pauses in her speech because she is terrified
of saying something wrong. The language during
wartime transforms and can become a symbolic
dangerous zone. The old woman is an observer of
history. She sees how her neighbors die and how
the city is destroyed but she doesn’t have the proper
language to talk about these events. In her situa-
tion, having any language means choosing her side.
However, Aunt Shura prefers to exist in a space of
liminality, caught in between.

Aunt Shura constantly eavesdrops and listens to
what others say, but she is discreet. Aunt Shura her-
self notices the language disruption that occurred
at the beginning of the war. She claims that all the
words have ended because as reality has broken
down, collapsed and no longer functions proper-
ly, so have the words lost all of their meaning. This
issue touches upon the question of understanding,
which is the issue that underlies the language of the
whole play, that is, the fragility and uncertainty of
language as a support structure. «Words are lack-
ing. Words were the first to break. Everything fell
apart — everyone speaks their own way, but no one
understands, no one listens, no one hears (Zhadan,
2020, 114)».

Her existence is limited by the space of war,
such as the small town, the street, and the house
where she has to perform a funeral rite. The text
pushes the aged woman to active actions because
Aunt Shura represents the unique traits ultimate-
ly attributed to old women. At the same time, due
to the war, she neglects the conventional duties of
women. Firstly, as an old woman having passed the
reproductive age (Lock 1993, 57) she is no longer
under the control of society, but instead decides to
be in control of it to some extent. Secondly, Aunt
Shura is wanted and passively utilised by the «<new»
authority to maintain the local order and control;
this image of an old woman as a war criminal does
not fit into the common image of an aged woman.
Thirdly, Aunt Shura does not talk about her fam-
ily because she is responsible for herself, and the

family does not determine her value or her relatives
are already dead. From a pragmatic point of view,
this silence about family, or more precisely herself,
could have saved the life of an old woman during
wartime. She might have been a collaborator or an
agent, but no one knows much about her and her
ties to the different authorities. Her marginalized
position in the literary text renders her invisible,
suggesting that invisibility may have been crucial
for her survival.

Due to her unreliability as a character, her
memory is also inconsistent and contradictory.
Although the old woman relies on certain material
objects to validate her stories, the question remains:
to what extent can her narrative be considered
true? At the same time, Aunt Shura’s memory is
also rooted in a material place, the local post office,
which is not consistent anymore (it was burned
down due to military actions). As a result, the state
of war destroys everything that could be valuable
for the aged woman, including the physical spac-
es of personal memory. Instead, Aunt Shura’s pre-
war memories remain alive, accessible, and easy to
articulate. At the same time, the reader cannot be
certain of the truthfulness of these memories. Aunt
Shura’s recollections might be distorted or even
entirely fictitious. Nevertheless, her significance
as a character lies in the creation of a completely
new trope: an old, controversial woman who, even
during wartime, strives to preserve her agency and
transitions from the margins of the text to one of
its central roles.

Caring Memory

Natalka Vorozhbyt proposes another model of
female aging in her play Bad Roads. There is no co-
herent image of an aged woman in this text. The text
consists of separate plots that eventually merge into
one. Old women present in the different sections of
the play represent one essentially consistent strate-
gy of female aging during the war. It is the grand-
mother-housewife trope meaning that, according
to this trope, the main aim of an old woman’s life is
caring for others, not just for her grandchildren but
also treating young people as a part of the family
and perceiving all of them as relatives.

This trope relates to the so-called grandmoth-
er hypothesis, which presumes that human life
expectancy after the end of reproductive age has
increased due to evolution. According to that hy-
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pothesis, women in the post-fertile period take care
of their grandchildren and pass on their life expe-
riences to them which globally helped humanity to
evolve (Hawkes, Coxworth 2013, 299) .

A character who appears sporadically in the
text is an aged woman who treats volunteers with
homemade canned food. Even though she and her
husband were under recurring missile strikes, the
woman used to come out of the basement to pick
up cucumbers from her vegetable patch to preserve
them later. Such a minor and casual remark about
this old woman confirms that she is already used
to war; her life has adapted to the new conditions,
which does not prevent her from farming. Due to
this gastronomic code - a set of culinary practices
with an affective element that shapes the structures
of everyday life — the old woman transformed the
traumatic memory of the bombing into a part of
her daily experience. For this old woman, everyday
life serves as both an escape and a coping mecha-
nism in the context of war.

Another less episodic old female character ap-
pears in the text through the contrast with her
young granddaughter. The difference between
these female characters is very noticeable: an old
woman with grey hair, an old discoloured bag and
a tired face arouses her granddaughter’s antipathy
and the latter wants to hide and move away from
the grandmother. An aged woman tries to estab-
lish a dialogue with her granddaughter, who push-
es her away in every way and stubbornly refuses to
listen to the elderly because of her firm positioning
in «youth gaze», as Kathleen Woodward names it,
«the youthful structure of the look» (Woodward
2006, 86). Their conversation seems more to be a
phone conversation with short lines than real-life
communication. The grandmother is the girl’s only
guardian, and they are both essentially lonely; I ten-
tatively suggest that it might be one of or contrib-
ute to the reasons why they did not even get names
in the text. The young character is ashamed of her
grandmother’s old age and her care, nevertheless,
the grandmother looks after her granddaughter,
feeds her, and tells stories about the past that exist-
ed in this area before the war, creating a comforta-
ble atmosphere of security for her, all while explo-
sions are heard in the background.

The old woman in the novel Daughter by Tama-
ra Horikha Zernia performs a similar function. Her
role in the text is clearly defined: Olha must take
care of raising her granddaughter. However, when

the war begins in Donetsk, Olha’s granddaughter
is already an adult woman. Before military actions
they were isolated while remaining in the same
space. The story about the war unravels through
the perspective of the young nameless character,
who also observes her elderly guardian. Even when
the granddaughter communicates with other peo-
ple and evaluates a specific situation, throughout
the text, she always expresses her personal view
on the matter along with her grandmother’s view,
and she knows and projects how the grandmoth-
er could have reacted or responded to the event in
question. Therefore, the grandmother’s presence in
her granddaughter’s life is permanent, both implic-
it and explicit.

In Horikha Zernia’s text, the premonition of
war changes an aged woman. She becomes silent
and withdrawn. Her entire existence is reduced to
the space of the apartment and sleep, where she
hides to escape reality. Chris Gilleard argues that
aging as a process can be described as a period of
loss (Gilleard, 2007, 88), and here the character of
Olha also loses the ground under her feet. With-
out a plan of action, the old woman first falls into
a state of anabiosis and decides not to talk to her
granddaughter about the disturbing war events
that are beginning to take place in the city.

It is evident that Olha refuses to evacuate and
makes a deliberate choice to stay at home. As a re-
sult, two women remain at the war’s epicentre: a
young woman and an aged woman. The old wom-
an does not go to a safe place because Donetsk is
her home, which she cannot leave and the young
woman wants revenge. She does not leave home
because she feels she can be helpful there. Both
women feel no fear when hostilities begin. Both are
determined, they do not need to talk about what
is happening, and they have already realized what
role they have to play in this war.

The young woman chooses the role of a volun-
teer, and the old woman’s choice falls upon the role
of a grandmother. In this role, old Olha can help
the Ukrainian soldiers by deceiving the separatists
and can use the stolen property only to benefit her
granddaughter and her volunteer activity. There-
fore, the aged woman consciously chooses to use
the «privileges» of old age in living an outwardly
single life, but in fact, she is still guided by her prin-
ciples and does not betray them. The old woman
intentionally fashions herself and strangers into the
categories of the family circle, calling the latter sons
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and daughters in order to avoid danger and receive
what she wants. In contrast to Aunt Shura from
Bread Truce by Serhii Zhadan, Olha from Daughter
possesses a solid position and a stable personality.
She supports Ukrainian soldiers and actively seeks
to help them. Despite her strong identity, the old
woman remains almost invisible in the text, as her
old age allows her to avoid drawing attention. This
narrative and actual invisibility enable her to act
freely without becoming a target for Russian forces.
Both Aunt Shura and Olha, thanks to their margin-
ality, gain certain benefits. However, Olha does this
for her granddaughter, creating intergenerational
links even in the midst of wartime.

Old age in this text is also important because it
connects several generations of women while unit-
ing them under challenging circumstances (Gurven,
Kaplan 2008, 58 ). Grandmother Olha is a reservoir
of family memories. She is the guardian of women’s
memory because she tells her granddaughter about
how her whole family survived the Second World
War. This focus of the old woman’s narrative ex-
plains the behaviour of the novel’s characters, which
can be interpreted as postmemory, (a unique trau-
matic link between generations, where the younger
generation perceives the traumatic experience of
their ancestors as their own through old generations’
narratives (Hirsch, 2012, 31). The identities of the
leading female characters are built on what disasters
their family has experienced in the past, with their
trauma re-emerging later in each generation. More-
over, old age in the text contributes to the feminiza-
tion of memory: old women, embodying the Crone
archetype, which is deeply interconnected with the
transmission of memory through narrative (Walk-
er, 1985, 59), possess the accumulated experience
and knowledge of the past necessary to survive in
the present. These women are the ones who can ar-
ticulate memory and apply it in practice. Marianne
Hirsch argues that female storytelling can be seen as
an act of resilience while simultaneously acknowl-
edging vulnerability, thus expanding the discourse
on trauma (Altynay et al., 2019, 14).

One of the most common expressions of old age,
particularly female old age, is nostalgia. However,
these memories are not always reliable enough to be
trusted. In the case of older characters, nostalgia can
become a form of duplicate memory, where the real
past transforms over time into a restructured ver-
sion, a kind of imagined reality that does not align
with the historical ‘truth.” This type of memory ex-

isting outside linear time prevents older characters
from accepting new realities, often leaving them
with a persistent sense of being stuck in time and
focusing on a fixed space (Gergov, Stoyanova 2013,
358). Instead, the war conditions in Dotsia crystal-
lize memory stripping old women of their illusions
and nostalgia. Olha is an example of an aged woman
being here and now. She has no sentiments about
the Soviet past or a pro-Russian position. However,
Olha never explicitly verbalizes her political posi-
tion. For her, the main purpose is to emphasize the
concept of home and territory that she marks as her
own. The character accepts all the changes that oc-
cur in space, thus, from an adaptive perspective, her
aging could be called successful. According to Chris
Gilleard, successful aging is defined as «aging with-
out age» (Gilleard, 2007, 83), which emphasizes fo-
cusing on life rather than the inevitability of death.
However, this perspective warrants critical revision,
as it still imposes societal expectations on how in-
dividuals should age and defines success through a
socially constructed lens. This approach can create
undue pressure and fails to account for the negative
aspects and challenges of aging.

As T have mentioned before, Olha acquires com-
plete subjectivity with her realization that there
is no physical place to go. Escapism in nostalgic
memory is not her script, so she comes out of the
state of anabiosis quite quickly, does not break her
social contacts, but bears through the war now with
her granddaughter and then with her friend.

However, the reader needs a more complete pic-
ture of Olha’s aging, as the text does not provide a
detailed image of her experience of aging. Her age
appears as a monolith, and the reader is not giv-
en access to her anxieties or thoughts, particularly
those related to her age. The old woman again ap-
pears on the social margins, unable to fully experi-
ence this essential stage of her life. She cares, cooks,
feeds, and shares her experience with her grand-
daughter but Olha does not speak directly for her-
self in the novel. Generally, this generation of old
women who aged during the war is virtually voice-
less. Other, more critical and pressing historical
events always overshadow women’s old age. Olha
dissolves into the background of these circumstanc-
es, and although her granddaughter sees her grand-
mother as a kind of warrior who constantly fights
and defends her own, the aged woman disappears
from the text’s horizon as soon as she is forced to
leave her home due to the impending danger and
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constant shelling. Consequently, Olha begins living
in a shelter with other old woen, forming her own
small community in the warzone.

Absent Memory

The novel Long Hours by Volodymyr Rafeenko
presents a similarly externalized image of women’s
old age portrayed from the perspective of a male nar-
rator in a manner that is slightly absurd and tinged
with terror. An aged couple lives in a city that is con-
stantly under Russian fire. Their existence describes
the space in which they exist. Old age and war are
symbolically and frequently literally interchangea-
ble here, that is, the couple’s apartment resembles a
museum surrounded by the space ruined by the war,
and the things in the house show more similarities
with the museum exhibits than household items.
Among all the analyzed texts in this research, this
text is the first one to describe the appearance of an
old woman. In Long Hours, the nameless old woman
receives such visual traits as a bedridden, toothless
figure, which significantly influences her manner
of speaking. Her corporal existence is limited to the
maximum and reduced to horizontal position. Af-
ter getting used to her old age, a woman also gets
used to the new ‘body politics’ (Macdonald 1995,
196). She is not ashamed to use a bedpan in front of
strangers. Therefore, old age repels young observers
causing disgust and fear.

The character finds the strength to make fun of
her husband and keeps smiling telling a story about
the death of her son. The woman does not remain
completely indifferent to the war that is unravel-
ling outside her window. She reflects upon the rep-
resentation of the war on the TV screen and upon
the so-called fascists, which brings back memories
of her childhood spent during the previous war.
Similarly to the character of the novel Daughter, the
old woman already experienced once the loss of her
home and the regime of occupation. Her entire life
unfolded between these two wars, and these wars
overshadowed her existence so profoundly that she
cannot remember a time when her life was not de-
fined by war. The layers of childhood and old age are
symbolically interconnected, as the feeble-minded
smile blends with a memory of personal tragedy,
both of which, in the smile and the memories, phe-
nomenologically form a unified whole.

In this context of waiting for a future life, the
image of religious female aging is also quite in-

teresting. The other old female character named
Clytemnestra built her identity around the church;
therefore, her aging is dedicated to Christianity.
Visiting the sacred places becomes a form of ritual
for her, which she never oversteps. This helps the
female character build a messianic image - one
moment, she could ecstatically shout out quotes
from the Bible and then immediately change and
turn into an ordinary old woman. The aged wom-
an is assertive, talkative, and ironic in her relation-
ships with younger people.

This elderly woman portrayed as a religious fa-
natic embodies the image of religious aging that
provides her with inner peace. Having endured the
war, she maintains her faith in God and adheres to
divine commandments. However, the war nullifies
the miraculous comfort of religion in her life, as her
religious devotion does not spare her from a Rus-
sian missile that strikes her house. An aged wom-
an, who knows what love and forgiveness are, turns
out to be powerless against the ultimate evil.

In light of my research findings, it is clear that
female aging and memory embodiment in con-
temporary Ukrainian literature about the Rus-
sian-Ukrainian war have quite an extensive range
of scenarios, despite the marginality of the topic
itself. In the Ukrainian literary canon, particularly
in war texts, aged women often embody the Moth-
er archetype, positioned between sympathy and
demonization. In analyzed contemporary fictional
war text, old women are portrayed as invisible to
the point of not even being given names. This lack
of verbal representation not only erases aged female
characters from the textual narrative but also po-
sitions them in the margins, which, paradoxically,
could create new opportunities for their presence.
Memory, in this context, becomes the foundation
upon which old women construct their identities
and existence during the war.

It is necessary to acknowledge the limitations
of this analysis, as it is based on a relatively small
selection of texts. This, however, should be seen as
a starting point for further, more comprehensive
research on the topic. Future studies should aim to
include a broader range of texts that feature aging
female characters and identify possible diachronic
trends. For example, even within Ukrainian mili-
tary literature, distinct stages can already be ob-
served (2014-2022 and 2022-2024) when consid-
ering the Russian-Ukrainian war. Additionally, it
is essential to examine not only war-time literature
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but also broader works depicting wartime condi-
tions where such characters may appear.

Furthermore, the ongoing active phase of the
war will likely inspire the creation of an increas-
ing number of texts reflecting this experience.
This growing body of literature will undoubtedly
provide new opportunities for exploring the rep-
resentation of elderly women and their role in the
cultural and narrative context of war. As Ukrainian
literature continues to evolve under these condi-
tions, the image of the aging woman may become a
key lens for understanding the intersections of ag-
ing, gender, and a memory conflict.

KoHdnikT iHTepeciB

ABTOp He Mae NOTEHLIHOTO KOHQIIKTY
iHTepeciB, AKMil 6 Mir BIVIMHYTM Ha pillleHHA
IIpO OIyO/TiKyBaHHSA IIi€l CTATTI.

BMKOPUCTaHHA WITYYHOrO iIHTENEKTY
IITyynuit iHTENEKT y [OCHI[KEHHI He
3aCTOCOBAHO.
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