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Cmamms npucesiuena meopuomy 00pooKy 6pumancokoi nucbmMeHHuyi Anoxcenu
Kapmep. 3oxpema, ysacy 30cepedoiceno ma euguenHi 0OHOI i3 20108HUX MEM, SKY
PpO3po0aANa NUCOMEHHUYs Y CB0IX meopax — memi 2eHoepHux poneu. Pozeusarouu
2eHOEpHY mMeMamuKy ma NnepeoCMUCTIOOUU KoHyenmu J110008i, CeKcyalbHOCMI,
Hacunbemea y kaiacuuniu onosuyii active male — passive female, y 36ipui «Kpuesasa
kimuamay A. Kapmep euxkopucmogye KiacuyHi, 3HAUOMI 3 OUMUHCMBA CIONHCemU
CMapux Ka3ox, 6IOKpUSWIU 6 HUX NEGHUL NPUXOBAHUL 3MICM Ma NepeoCMUCTUSUIU
36UYHI CMEepPeoOmMUnHi ma apxemuniuti oopasu cmeopioe HOBUlL Migh Npo 2epoitio, uo
8i0KUOAE  MPAOUYItiHI ~ VsAGNeHHs NpOo  CLAOKICMb  JCIHKU,  «PO3PUBAE» i3
KAUUPOBAHICIIO ) 300PAJCEHHT JICIHOYUX XApakmepie ma HA0A€ HOB8020 3Micmy
KAHOHIYHUM JHCIHOUIM 0OpaA3am.

YV cmammi 3pobaena cnpoba npoananizyeamu npooaemu 2eHOepHUX GIOHOCUH 8
ONOBIOAHHAX  NUCbMEHHUYI Kpi3b Npu3mMy HNOCMMOOEPHICHCbKO20 — (eHOMEHY

inmepmedianoHocmi. Inmepmexcmyanvui ma IHMepMeOialbHl  elemMeHmu,  SKi



npeocmasisiloms co6010 6HYMPIUHbLOIIMEPAMYPHI Ma IHMePCeMiOMUYHI 8i0CUNAHHS,
donomazaroms Kapmep, 3 00H020 00Ky, poswupumu 300paxcaibHO-8UPANCANbHI
MOACIUBOCE XYOOIHCHLORO CNI06A, A 3 IHULO20, CMBOPUMU, CRUPAIOYUCL HA CBIMO8Y
nimepamypy ma Mucmeymeo, HO8Ul NPOCEIMHUYLKULL 00paA3 HCIHKU.

Buseneno, wo Kapmep, cmeopioouu o6pa3z uonosika, Cunvoi bopoou,
BUKOPUCTOBYE 20JIOBHUM YUHOM HCUBONUCHT IHMEPMEOIANIbHI BKPANIEeHHS, SKI He Jiulle
ceiouams npo 1020 6n000OAHHs, THmMepecu ma BiOHOUWEHHS. 00 C80IX OPYICUH, aje U
CYMmeBO 0ONOBHIOIOMb 11020 6HYMPIWHIL NOpmMpem, pO3KPUBAIOMb 1020 Xapakmep ma
cymuicmos. Obpasz 1wHoi mapkisu Kapmep cmeopioe 3a 00nomo2oi0 My3udHUxX
eleMenmis, CNUpaloyucyh Ha XapaKmepucmuku ybo2o eudy mucmeymea. Came uepes
MY3UYHI Qnt03ii NUCbMEHHUYST NPOBOOUMb CBOI0 2ePOiHI0 HA WLIAXY 6I0 Oumsa4oi
He00C8IOYeHOCMI 00 3Pi020 PO3YMIHHS CBOEIL HCTHOUOI NPUPOOU, CUIU MA CIAOKOCMEI.
Kniouosi cnoea: nocmmooeprizm, inmepmeoiaivHicmy, iHmepmeKcm, 2eHOepHi poiii,

Anooxcena Kapmep, kazxa

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

The article attempts to analyze the problems of gender relations in Carter's
stories through the prism of the postmodern phenomenon of intermediality. Intertextual

and intermedial elements, which can be regarded as intra-literary and intersemiotic



references consequently, help the writer, on the one hand, to expand the expressive
possibilities of the artistic word, and on the other, to create, based on world literature
and art, a new image of a woman who is enlightened and mature.

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

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

tale

IMocranoBka npodsjemu. KynsTypa nmoctMonepHizMy — 11€ CKJIaHE SIBUIIIE, SIKE
XapaKTEePU3y€EThCsI, CEpell 1HIIOro, PYWHYBAHHSIM KOPAOHIB MIXK €JIITapHOI Ta
MacoBOIO KYJIbTYPOIO, MEPEIUIETEHHSAM PI3HOMAHITHUX BUAIB MHUCTEUTB B €IMHOMY
MPOCTOP1 TEKCTY, MIAKIIOUYEHHSAM J0 KyJIbTYpHOI CHAAIIUHUA MOMEPEIHIX MOKOJIHbD,
1pOHIYHUM, Ha TyMKY YMOepTo Exo, Ta «0e3 HaiBHOCT1» NEPEOCMUCIEHHIM MUHYJIOTO
[6, c. 77]. [TocTMOAEPHICTCHKHIA TEKCT € IMPUKIAIOM CaMOJOCTATHOCTI, ajie, BOJHOYAC,
BiH 3aBXX/IM HEB1Jl’€EMHO TOB’sI3aHUM 3 KYJIBTYPOIO, € ii YACTUHOIO.

AHaJI3 OCTAaHHIX J0CJHiIKeHb 1 myOJikaumid. Y BHUBYEHHS KyJbTYpPHOI
napajurMyd TOCTMOIEPHI3MY 3pOOMIM 3HAYHWUN BHECOK BHUIATHI HAayKOBIl XX CT.
(mpami knacukiB — P. bapra, XK. Jleppiau, 0. Kpicrepoi, b. I'acnaposa, M. JlormaHna,
b. Ycnencbkoro). OnmHak MexaHi3Mu peaizallli MOCTMOJEPHICTCHKUX KaTeropiu, ix
B3aeMoAisl Ta (QYHKIIOHYBaHHS Yy JITEpaTypHUX TBOpaxX CY4aCHHUX MHUTIIB J0OCI

3aJIMIIAIOTECS LIIKABUMM acIlieKTaMH I JOCHKeHHS. OQHUM 13 TaKHUX acIEKTIB €



regaepHe nutaHHda. JKiHouui oOpa3, skuii ¢GopMyBaBCsS MPOTATOM Yci€l icTopii
JFOZICTBA, Ta MOTJISIU Ha SIKUI CYTTEBO MIHSUIMCS I11]T BILTUBOM Pi13HUX KYJBTYP, PEIITii
Ta ICTOPUYHHMX TOJIA, B €MOXy MOCTMOJEPHICTCHKOI JITEpaTypu MPOJOBXKYE
3MiHIOBaTUCh. [IpoTecTH MPOTHM NPUTHIYEHHA IKIHOYOI TITHOCTI TMEpepocin y
paavKaibHI 32 3MICTOM BUCTYIIH, IPOBOKAIIIMHI Ta BIJIBEPTI.

OpnHoro 3 aBTOPOK, SIKI PO3pOOJSUIM TEMU TEeHIEpHUX polied, Oyna AHxena
Kaprep. TBopu Kaprep po3kpuBaroTs ii iHTEpeC A0 HAATPUPOIHOTO, MiOIOT11, Ka30K,
Ta ix mpuxoBaHoro 3micty. OpHak HaWOLIBITY 3aIliKABJICHICTh KPUTUKH WU
JiTepaTypO3HaBIli, K1 3BE€PTAIOTHCS O TBOPYOTO JOPOOKY MUCHMEHHUIII, BUSBISIOThH
caMe JI0 HETUIOBOCTI ii JIITEPATypHOTO CTHIIIO, OCOOJIMBO KOMEHTYIOUM (DEMIHICTHYHI
BUCIIOBJIIOBAHHSI THUCBMEHHMIII Ta 1i CTaBJICHHS JI0 TaKUX TEM SK >KIHOYHICTb,
CEKCYaJIbHICTh, HacWIIbCTBO (mociimkeHHs: E. Jxopnan, ber A. boem, [I. Ilyntepa,
Cunbgii bpaiianT, [Ix. Matyca, ykpaincekux qocnigaukiB T. Kononenko, O. Jlepukos,
O. Bpabenbs-Keminsb, 1o (okycyroTbes Ha GeMiHICTHYHIN crienudimi Ta reHaepHin
iaeHTudikarii TBopiB Kaprep).

B namriii po6oTi Mu 3poOuMo cripoOy MOJUBUTUCS HA MPOOJIEMU TEHACPHUX
BIJIHOCUH Kp13b MPU3MY MOCTMOJIEPHICTCHKOTO (PEHOMEHY 1HTEpMEAIaNbHOCTI. SAKIIO
3a FO. KpicTeBoto, aBTOPOM TOHSTTS IHTEPTEKCTY, «OYIb-SKHI TEKCT OYyIyeThCs SIK
MoO3aika IUTaIlll, Oyab-sIKHH TEKCT € TPOyKTOM BOMpaHHS 1 TpaHcopMallii TKOroch
IHIIIOTO TEKCTY» [2, C. 429], TO ABHIIEC IHTEPMETIATLHOCTI MPOSIBIIIETLCS B TBOPAX, 110
ACUMUTIOIOTh XapPaKTEPUCTUKH TEKCTIB 1HMMX MuCTenTB. Purmapn Huu 3ayBaxkye:
«CyuacHa nmiTeparypHa TpakThKa <...> TEPEKOHYE HaC, 10 MDKTEKCTOBI 3B’SI3KH
HEMOJKJIMBO OOMEKUTH JIMIIE BHYTPILIHBOIITEPATYPHUMH BiJICHIIAHHIMU. AK€ BOHU
OXOILUTIOIOTh <...> 1 CEeMIOTHYHI 3B’S3KM MDK pI3HUMH SBHUIIAMH MHUCTEIITBA Ta
KOMYHiKalii (o0pa3oTBOopuye MHUCTELTBO, My3uKa, (GUIbM, KOMIKC TOLIO)» [3, c. 73].
[leperieTeHHs pI3HUX BUAIB MHUCTEITB SICKPABO MPOCIIIKOBYETHCS caMe Y JIiTeparypi
noctMoepHisMy. Sk mosicHioe  cywacHa  jgociigauis  B.A. Ilpocarnoga,

((iHTepMCI[iaJII)HiCTB O3Ha4dae BiI[CI/IJIaHHH 4cpe3 3HAKOBY CHCTEMY OJHOI'O BHUOY



MUCTEITBA JI0 1HIIOT0, IEMOHCTPYE CTEPEOPOHIUYHY OPTraHi3alliio Xy10KHbOIO TEKCTY,
JUISL  aBTOpa-pelMIIiEHTa  CTa€  TEPANeBTUYHHM  3acO000M,  JO3BOJIAIOYH
HACOJIO/KYBATUCS SIBULIIAMHU BUCOKOI KYJIBTYpPH 1, TAKUM YMHOM, TOMYJISIPU3YBATH X
[4, c.18].

SABuie iHTEpMesia 3MYCHUIIO JOCITITHUKIB 30CEPEAUTH yBary Ha craerudir
BHYTPITEKCTOBUX 3B'SI3KIB B XYyJI0)KHBbOMY TBOP1 (mociimkeHus A. Xanzen-JIese, /I.
Xirrinca, I. PaeBcki, A.}O. Timamkosa, €.I1. IllinpeBa, H. Icarymoma i in.). Ile
«cnenudiuaa Gpopma miagory KyjabTyp, IO 3IIMCHIOETHCS 3a JIOMIOMOTOK B3a€MOJIIT
XyHAOXHIX 00pa3iB abo CTwiIicTHYHHX mpuiiomiB» [5, c.153], ocoOmmBuii cnoci6
opraHizarlii XyJ0)KHBOT0 TeKcTy. Floro posmmpposka Hajae Ti pedepeHii, po3yMiHHs
SKUX HEOOX1JTHO ISl iHTepIpeTallii TRopy.

IHocranoBKa 3aBIaHHS.

OpmHuM 13 TPOBITHUX MOTHUBIB y TBOpUOCTiI KapTep BBayKa€ThCS IEPEOCMUCITICHHS
TeH/IEPHUX BIJIHOCHH, CTEPEOTHIIIB Ta apXeTUmuHux oOpasziB. Y 30ipmi «KpuBaBa
KiMHAaTa» MUCbMEHHHUIIS SICKpPABO 300pa3uiia KJIaCU4H1, 3HalOMI1 3 TUTHHCTBA CIOXKETH
CTapuXx Ka30K, BIAKPUBIIN B HUX NEBHUN MPUXOBAHHUM 3MICT, BUJO3MIHUBIIH 3BUYHI
oOpa3yu Ta CTBOPUBUIM KapAUHAIBHO BIIMIHHY MOJENb JKIHOYOI MPUPOJIH.
[HTEpTEKCTYanbHI Ta IHTEPMEialbHI BKPAIUICHHS Y OMOBIJAHHSAX OTIOMAraroTh
MUCBMEHHHUII, 3 OJHOTO OOKY, PO3IMIUPUTH 300parkaibHO-BUPAXKATbHI MOMKJIHBOCTI
XyJIOKHBOTO CJIOBA, a 3 1HIIOTO, CTBOPUTH, CIIUPAIOUYMCh HA CBITOBY JIITEpaTypy Ta
MUCTEIITBO, HOBUI MPOCBITHUIIFKUN 00pa3 KIHKH.

Memoro pobomu € BUBYEHHSI OCOOTMBOCTEN 300pa’keHHs 00pa3iB y OMOBIJAaHHI
«KpuBaBa KiMHaTa» yepe3 aHali3 IHTepMEIiadbHUX Ta IHTEPTEKCTYaJIbHUX €JIEMEHTIB
TEKCTY.

BukJiiag oCHOBHOro MmarepiaJy.

B omoBimanni Anmkemu Kaprep «The Bloody Chamber» [9] nerko
po3mizHaeThesi Bimoma kaska [llapms Ileppo mpo Garatoxkenuss Cunio bopony, 1o

3aHaNacTUB CBOIX ACIIO 3aHaATO JOIMUTIMBHUX APY>KHH.



I'epoins-onoBigauka TBOpy Kaptep, me 30BciM MoJIofa AiBYMHA, HE Ma€ IMEHi,
a OJIPY>KHMBIIIHCh, CTA€ MAPKi3010 — TaK MPUHAKWMHI ii Ha3WBa€ CTapeHbKa HIHbKA: «her
little Marquise», ange He HaOyBae BiIacHOro iM’s 4u royocy. IleBHa «0e3IHKICTB»
TOJIOBHOI T'epOiHI € MpuUTaMaHHOIO 1 1HIKM onoBinanHsaM Kaptep. [luceMennuns He
MIPOTIOHYE 1 PO3TOPHYTOTO OMKCY 30BHIIIHOCTI JIBUMHHM, JIUIIIE MIIKPECIIOE «NErvous,
pianist's fingers» [9].

Omnwucytrouu ii HapeueHoro, 3 iHoro 00Ky, Kaprep Biacunae untada 10 TpaauLin
€TUNCTChKOT KyJIbTypu: «A huge man, an enormous man, and his eyes, dark and
motionless as those eyes the ancient Egyptians painted upon their sarcophagi» [9] Ta
MOPIBHIOE MapKi3a 3 MyMI€I0 — OaraTum, BEJINYHUM, aJi€ B)KE MEPTBUM, KHEPYXOMHUM)
¢dapaonom. OOpa3 Mapkiza €10 JONOBHIOETHCS OIMCOM HOr0 TOTUYHOTO 3aMKY, SIKUI
3 LIKABICTIO PO3BIAYy€E repoiHs. BiH HAMOBHEHUI JOPOTHMH, aje MEPTBUMHU peYaMU —
CKYJIBIITYpaMu, TpaBlOpamMu, KapTUHAMU.

HeMox1BO He MOMITUTH, 1110 Ha3BU OUIBIIOCTI KAPTUH Ta X ONMUCH HAOYBaIOTh
CUMBOJIIYHOI (DYHKIII1, TOBOPATH PO MAPKi3a, MPO HOro CTaBJICHHS 0 JPYKUH, TAKUM
YUHOM HATSIKAIOYM Ha OO 1 FOHOI A1BYMHU. Aje caMe 11 MOJIOAICTh, HEAOCBIIUEHICTD
Ta HAiBHICTh 3aBAXKAIOTh 11 «pO3IMIU(PyBaTU», HATPUKIIAA, 3MICT KapTUHU (paHIly3a
[tocraBa Mopo — XyHOXXHHMKa, OCOOJHMBO BIJIOMOrO CBOIMH 3araJIkOBUMH
Mi(OJIOTIYHUMU JKiHOYMMH oOpazamu. XymokHe monoTHo «Sacrificial Victimy, ske
po3risiae MoJIoJia JIIBUMHA, € BUTaJaHOI0 KAapTHUHO, ajie ii Ha3Ba Hece MOABIMHY
i71eeto JKepTBU: criorydeHHs ciiB sacrificial, mo immiikye imero BOuBcTBa (sacrifice —
to kill an animal or a person and offer them to a god or gods [8, c. 1117]) Ta victim, y
CEMaHTHIII SIKOTO SICKPaBO BUpakeHa ceMa nacuBHocTI (Victim — someone that has been
hurt, damaged, or killed or has suffered, either because of the actions of someone or
something else, or because of illness or chance) [8, c. 1441].

OO0pa3 Ha kapTHHi, Ky onucye s untada Kaprep, Takoxk MaB OM 3acTepertu
niBunny: “There was Moreau’s great portrait of his first wife, the famous Sacrificial

Victim with the imprint of the lacelike chains on her pellucid skin ’ [9]. Onnak Hi Ha3Ba,



HI 300pa)kKeHHS BIAOMTKY IIEMiB HAa CBITIIM IIKipl HepIoi IPYKUHU Mapkiza He
HACTOPOXKWJIM IOHY MapkKizy. [Hii kaptunu, npuaymani Kaprep, Takox MaroTh Ha3BH,
mo roBopsATh. Cepel HUX MOJIOTHO TpeATedi croppeamizmy Oenbriiis [[xeiimca
Encopa: «Ensor, the great Ensor, his monolithic canvas: The Foolish Virginsy ta
¢bpanmysa Iloas TNorena, Bimomoro 300pakeHHSIM TaiTsSHOK: «Two or three late
Gauguins, his special favourite the one of the tranced brown girl in the deserted house
which was called: Out of the Night We Come, Into the Night We Go» [9]. YV 6aratbox
KyJbTypax Hi4 € CHMBOJIOM (h13UYHOI CMEPTI, 11€ Yac MPUBHIIB Ta JyXiB, HEOE3MEKHU Ta
CIIOKYCH, Hi4 — II¢ yOCOOJICHHSI MacuBHOI kiHouoi mpupoau [1, c. 390-392]. Hazpa
OCTAHHbOI KAPTUHU NEPEKINKAETHCS 3 TPABIOPOIO, 10 300pakae APyTy 3aruoiry KIHKY
Mapkisa: «everyone painted her but the Redon engraving | liked best, ‘The Evening Star
Walking on the Rim of Night » [9]. Mapkis3, sik 31a€Thcsl, BOauae TeKOpaTHBHY (PYHKIIIFO
y CBOiX iHKaxX. SIk momivae ioro roHa apyxuna: «he had invited me to join this gallery
of beautiful womeny [9].

€uHe peanbHO icHyrOUe nojoTHO «Rape of the Sabinesy, monae peamictnaHoCTI
onoimanuio: «The flame picked out, here, the head of a man, there, the rich breast of
a woman spilling through a rent in her dress — the Rape of the Sabines, perhaps? The
naked swords and immolated horses suggested some grisly mythological subject» [9].
[e#t croxkeT puMChKOi Mi(oJIOT1i BUKIMKAB 3aIlIKaBJICHICTh 0araThOX CKYJIBIITOPIB Ta
xynoxxHuKiB (kaptuau PyOenca, Ilepo ae Koprona, XKaka Cremna, H. Ilyccena Ta
iHmmx). He 3po3ymino, sy kapTuny onucye Kaprep, olHaK TyT TOJIOBHE — TeMaTHUKa
HAaCWJIbCTBA HAJ| )KIHKaMH, OTOJIEHUM Med, 3ary0seHi koHl. Came TakKUMH CIOKETaMHu
MpUKpaIIa€e CBiil 3aMOK MapKi3.

He menm BaxmmBumMu € 1 amo3sii, mo Kaprep BuUKOpHUCTOBYE, OMHUCYHOUH
0i0moTeky mapkiza. Taki kauru sk «The Adventures of Eulalie at the Harem of the
Grand Turk»  migKpecaOOTh  3aleXKHY POJb TOJOBHOI TEPOiHI B MOAPYKHIX
(IHTUMHHMX ) BIJTHOCHHAX Ta ii CKJIAIHAH IIJISAX JIO0 caMoITi3HaHH. J[iBYMHA YMTae Ha3BU

Ha mamitypkax: «Eliphas Levy;<...> The Initiation, The Key of Mysteries, The Secret



of Pandora’s Box» [9]. Enidac JleBi — Bimomuii ppaniy3bkuii oKy abTHCT. Ha3Ba KHUTH
«The Initiation» — imimiamis sSK TpOIEC IMOCBIYCHHS, B KOHTEKCTI TBOPY MOXKE
CHMBOJTI3yBaTH OJIPYXKCHHS Ta mepiry nuttooHy Hiu. «The Key of Mysteriesy natskae
Ha TOIIYKHM MapKi3W, a KJII04Y, SIKWH BOHA OTpMMaia BiJ Mapki3a, CTa€ Ba)KJIUBHUM
CUMBOJIOM, 1110 PO3KpHUBAE MPaBAy Mpo ii YOJOBIKA, BIIKPUBAE 3a00pOHEHY KIMHATY, JI€
BOHA OTpUMY€E HeoOXiHi Tif 3HaHHs. «The Secret of Pandora’s Box» naramye untauesi
po JIBYMHY 3 TPEUBKOro Miy, JOMUTIMBICTD SKOT 3MyCHJIa i BIJKPUTH CKPHUHIO 1
BUITYCTUTH Y CBIT CTpaXJIaHHS, SIKI HEMOXIJIMBO BXe OyJI0 MPUXOBATH, 3aKPUBIIH
KpULIKY, BIJNOBiJae 1 o0pa3y repoiHi pO3MOBiAL, KA, 3 OJHOrO OOKY, I13HAETHCA
CTpalIHy MpaBAy MPo MapKi3a, a 3 iHIIOTr0, PO3KPHUBAE MPaBLy PO cede, PO Hemi3HaHe
1 3a00poHEHe.

[{ikaBo, M0 OHA MapKi3a, PO3AMBIISIOYUCH KAPTHUHU Ta KHUTU O10J10TEKH, HE
3a/1a€ThCA MUTAHHSM IIOJAO JUBHUX YMOJ00aHb Ta MPUCTPACTEH CBOTO YOJOBIKA.
JKupomnucHi 1HTepMe/ialibHI BKpPAIIEHHS CKOpIIE MOXKHA acoIllIOBaTH 13 CaMUM
MapKi3oM, HOro XapakTepoM, BIOI00aHHSIMH, BITHOIIEHHSM JI0 CBOiX IHOK.

B Toit yac sk Mapki3 oTouye cebe KapTUHAaMHU, JIIBUMHA HAJA€ TIEpeBary My3ulll.
MoxnIuBO, TYT CTEpEOTHIHA ifes, IO YOJIOBIK JIOOUThH ounma (xoua Kaptep 1
MOPIBHIOE 04l MapkKi3a 3 HaMaJlbOBAaHUMHU Ha €TUIIETCHKOMY capkodasi), a KiHKa —
ciyxoM. OgHaK TYT MOXHA TTOOAYHTH 1 ICSIKY «3aCTUTIICThY KUBOIHUCHUX TOJOTEH,
roOejIeHIB Ta TPaBIOp, MO K JEKOpallii MpUKpamaTh OyAMHOK, Ta, KOHTPACTHO,
HEBJIOBUMICTb MY3HKH, 1110 MIBUAKOTUIMHHA, K IOHICTh Ta HEBHHHICTh MapKIi3H.

3 MY3UKOIO 3arajioM acoIlIIEThCA 1 11 IHOTIUBICTh, Ky KapTep mopiBHIOE 3
THXO010 My3ukoro: «Then | realized, with a shock of surprise, how it must have been my
innocence that captivated him — the silent music, he said, of my unknowingness, like ‘La
Terrasse des audiences au clair de lune’ played upon a piano with keys of ether» [9]
(La Terrasse des audiences au clair de lune — npentoist ¢hpaHIry35KOr0 KOMITIO3UTOPA-
immipecionicta Kimoma JleGrocci). My3uka, 31a€ThCsl, CyIPOBOIKYE TEPOTHIO Uepe3 BCe

OIIOBITaHHS.



VY mepury 3ycTpiu 3 MailOyTHIM HapedeHUM repoins «was lost in a Debussy
preludey», y tsoxky xBununy «I set myself the therapeutic task of playing all Bach’s
equations, every one, and, | told myself, if I played them all through without a single
mistake — then the morning would find me once more a virginy, i HaBiTb TOTYIOUHNCH JIO
IoKapaHHs, BOHA 3raaye mpo Mmy3uky «l went to my dressing room and put on that white
muslin shift, costume of a victim of an auto-da-fé, he had bought me to listen to the
Liebestod in» [9]. Tyr inTepmenianpamii komrmoHeHT — Liebestod, My3mka 10
¢binanpHO1 wacTuHu onepu Barwepa «Tpicran Ta [307bHa», 1m0 3BYyYUTH Y
KyJbMIHAI[IMHUI MOMEHT, KoJii [30spAa cHiBae Haa MEPTBUM TUIOM TpicTaHa.
BaxusBuM € 11e oAWH 1HTEpMEAladbHUNA KOMIIOHEHT — 13 CBITY MOJHU, KOCTIOM
ayrogade, 110 BISTaBCS HA YPOUMCTE OTOJOILIECHHS BUPOKY 1HKBI3WUILIMHOTO Cyay B
cepeaHbOBIUHIM IcmaHii, a TakoX Ha MyOJIIYHE CHAJICHHS JIIOJIeH, OTOJIOIIEHHUX
epeTHKaMH 1HKBi3HIIi€r0. He oMUHYTH 1 yimro0JieHe «reHaepHe» ¢ioBo — Victim. I skio
Oa)kaHHsI CXOBaTUCS 3a BlpaBamu 3 baxa 11e BUJal0Th HaiBHE Ta HEJOCBIYCHE /1BYA,
TO OCTAaHHIM MPUKIAJ — MIATOTOBKA JI0 3aru0Oelli, FOBOPUTH MPO JTOPOCIE PO3YMIHHS
TI€T 1IHU, Ky MapKi3a Mae€ 3arjIaTUTH 32 OTPUMaHi 3HaHHS.

Etanom Ha nuigxy 10 JOpPOCHIIIAHHS CTalOTh 1 JIMCTIBKU MEPLIO IPYKUHU
Mapkisa 3 Buaamu kinagosuina «this little scene, executed with the lurid exuberance of
Grand Guignol, was captioned: 'Typical Transylvanian Scene-Midnight, All Hallows'»
3 aJIo31€0 Ha BigoMoro Bamiipa rpada pakyny Ta nmapusbkuid Teatp kaxiB «l'paH-
['MHBOIBY, BITOMUI SIK OJTMH 3 POJOHAYATIBLHUKIB 1 MEPIIONPOXOABIIIB KaHPY XOPPOP.
BoHa e He MoXke po3koyBaTu Maiixke boiepiBChKkUil TEKCT y MiANKCY Ha JTUCTIBIII:
«'On the occasion of this marriage to the descendant of Dracula--always remember,
"the supreme and unique pleasure of love is the certainty that one is doing evil"», amxe
nepudpas Bigomoi cTpiuku: «The unique and supreme voluptuousness of love lies in
the certainty of committing evil. And men and women know from birth that in evil is

found all sensual delight» [9] minkpecitoe HEpO3PUBHICTH KOXaHHS, 3714 1 HACOJIO/IH.



Tema HEpO3pWMBHOCTI 37a Ta HACOJOAM MPOCIIIKOBYETHCS 1€ B OIHOMY
nutyBaHHi boxnepa. Po3asraroun HOBY npyxuHY Briepiie, Mapki3 «Rapt, he intoned:
‘Of her apparel she retains only her sonorous jewellery’» [9]. Lutytoun Bipm [apis
bonnepa 13 36ipku "Les Fleurs du Mal" ("Ksitu 3ma"), Kaptep maiictepHo mokasye,
HACKUIbKU MPOTUJICKHE 3HAUYCHHSI MOXE MaTH ¢pa3a B 3aJIeKHOCTI B KOHTEKCTY.
['epoinst bonnepa — npeamer m00yBaHHS Ta 3aXOIUIEHHS aBTOpPa, CUMBOJI PO3KYTOCTI,
cB00OIH, HI’KHOCTI Ta »KIHOYHOCTI:

My darling was naked, and knowing my heart well,
She was wearing only her sonorous jewels,

Whose opulent display made her look triumphant
Like Moorish concubines on their fortunate days [7].

«IIpukpacn» apns boanepa — ojja KOXaHHIO Ta JKIHOYIM Kpacl, B TOM 4ac K
rHITIOYa roThuyHa atMocdepa «KpuBaBoi KIMHATH» 3MYIIY€E THTEPIPETYBATH 111 CJIOBA
30BCIM 1Hakiie. B3aemMHI BimuyTTs 3MIHIOIOTBCS HACWIUISAM, pPO3CIa0JeHICTh Ta
HACOJIOZA CTal0Th CTPaXOM 1 THCKOM, a YapiBHA MPUKpaca, WO il TaK rpallyinBO JIUILIAE
repoins Bipma (B omoBiganHi KapTep niBuMHA OTpUMyE pyOIiHOBE KOJIbBE),
MEePETBOPIOETHCS B ONTUWHUK, 3HIMATH SKUH MOJIO/IIM MapKi3i CTPOro 3a00pOHEHO.

OcranHiM BUNPOOYBAaHHSM JUIsl MOJIOJIOT IPY>KUHU CTa€ OCTaHHS 3ycTpiy 3 ii
YOJIOBIKOM, SIKMI X04€ ii CTpaTUTH 3a HEMOKOPY Ta Ti 3HAHHS, III0 BOHA OTpUMaJla y
Kpogagiii kimMHati. B kaszui Mapns Ileppo y XVII cromitri aiBumHy Bij cmepri
cnacatoth ii Oparu. B omoiganni Kaprep y XX cTomiTTi MOioja AiBUMHA OTPUMAE
NIATPUMKY B1JI MaTepi, siKa, 10 pe4H, MOPIBHIOETHCS 3 JABHBOTIPELIBKOIO Mi()OJIOTTYHOIO
ictororo — mexy3oro 'opronoro: «And my husband stood stock-still, as if he had seen
Medusa» [9]. LlikaBo, 1110 MaTH-Mey3a, SIKa, SIK BiJOMO, BOMBAE MOTJISI0M, CHIIbHIIIA
BiJI MapKi3 3 HOTO Haue HaMaJbOBaHMMU Ha capkodasi dapaoHa ounma. 31a€ThCs,
Kaprep «BOMBae» mapkiza Horo ke, Tak O MOBUTH, «Bi3yalibHOIO» 30poeto. 1likaBo,

10 IPYTUM YOJIOBIKOM JIIBUMHU CTAHE CIIIIMUA MY3UKAaHT. XO0UeThCS TyMaTH, 10 pa3oM



13 JKMTTEBUM JIOCBIOM JiBUYMHA OTpUMAa i pO3yMIHHS TaKUX IIHHOCTEH, K 100po,
KIHOYA 1HTYILliA, CUJIbHI CTOPOHH >KIHOYOT MPUPOIH Ta CIIPABKHE KOXAHHI.

BucnoBku. TakuM YMHOM, PO3BUBAIOUU T'€HJIEPHY TEMATUKY Ta MEPETIISAAI0UN
KOHIICTITH JIFOOOBI, CEKCYalTbHOCTI, HACHJIBCTBA Y KJIACHYHIHM oro3uiii active male —
passive female, A. Kaprep ctBoproe HOBHIT Mi) — Mid Ipo repoiHio, M0 BIIKHUIAE
TPAIUIIiHI YSIBJAECHHS NPO CIA0KICTh JKIHKH, «PO3PHBAE» 13 KIIIIMPOBAHICTIO Y
300paxeHH] KIHOYMX XapaKTepiB Ta HaJa€ HOBOTO 3MICTYy KAaHOHIYHUM KIHOYIM
obOpazam.

TBopu Kaprtep — 1e cBOepiaHMI IrpOBUN MPOCTIP, Y SKOMY MHUCbMEHHHIISA
MOEJTHYE BJIACHI TBOPYI /1€ 13 JOCB1IOM CBITOBOI XYZ0’KHbOI KYJIbTYpH, 3aI103MYAI0YN
€JIEMEHTHU PI3HUX JITepaTypHUX >KaHPiB, BUKOPUCTOBYIOUM E€JIEMEHTU XYJI0KHBOTO
LIUTYBaHHS,  MOBTOpPEHHSA. EJleMEeHTH IHTepMEelaJbHOCTI 3HA4YHO 30aradyroTh
PO3IMOBIIb, CTBOPIOIOTH O0'€MHUN 1 OAraTOBUMIPHUN XYJIOXKHIN CBIT, CTUMYJIOIOThH

yyTaya J0 MOJANBIIOr0 3aHYPEHHS y KYJIbTYpY JIOJCTBA.

Cumucok Jireparypu:

1. Kopones K.M. DHumkIoneius CHMBOJIOB, 3HaKOB, SMOiieM. Munarapa, 2005. 603 c.

2. Kpuctesa 10. baxtun, cioBo, auanor u pomaH. @Pparnyysckas cemuomuka: Om
cmpykmypanuzma k nocmempykmypaausmy / llep. ¢ ppanu., coct., Bctym. ct. I'.K.
Kocukosa. M.: UTI" TIporpecc, 2000. C. 427-457.

3. Huu P. CBiIT TeKCTy : MOCTCTPYKTypali3M 1 JiitepaTypo3HaBcTBo. JIbBiB: JliTomnuc,
2007. 316 c.

4. IIpocanora B.A. IHTepMeniayibHI aClEKTH HOBITHBOT YKPATHCBKOI JIITEpaTypH:
Momnorpadis. Honensk: JonHY, 2014. 154 c.

5. Tumrynuna H. B. Merononorus MHTEpMEIUAIbHOIO aHAIW3a B CBETE MEXIHUC-
UUIUIMHAPHBIX ~ UCCIEeNOBaHUN. Memodonocus cymMaHumapHo2o 3HAHUA 8
nepcnekmuse XXI eexa. Cepust «Symposiumy. Ne 12, C.-T16, 2001. C. 149-154.

6. Oxo Y. 3amerku Ha nojsax «Mmenu poswl» / Ilepes. ¢ utan. E. A. KoctrokoBuy.



CII6.: «Cumnosuym», 2007. 92 c.
7. Baudelaire  Charles. Les Fleaurs du mal. Flowers of Evil
URL:https://fleursdumal.org/poem/119 (nata 3Bepuenns: 07.05.2021).

8. Cambridge Advanced Learner’s Dictionary. Cambridge University Press. UK,
2005. 1572 p.

9. Carter A. The Bloody Chamber and Other Stories. URL.: https://up-pdf.com/pdf-the-
bloody-chamber-and-other-stories-9780099588115-acq (nara 3BepHEHHS:
07.05.2021).



https://fleursdumal.org/poem/119

