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Zhykhareva Olena. Ecological Imagery in English Nature Psalms: A stylistic Perspective. This paper focuses
on the imagery of nature in English biblical discourse in the context of ecological implications ascribed to the biblical
world created in Nature Psalms. The paper reflects the specificity of biblical images of nature as a variety of ecological
imagery viewed from the ecopoetic point of view. The latter is based on the genre diversity of biblical texts, which
envisages numerous plot lines and thematic blocks revealed through ecological sensory vocabulary, hidden meanings
and ecological concepts that embody ecological values in the imaginary space of biblical discourse. Two thematic parts
of Nature Psalms: (i) world creation and its significance as well as (ii) the praise of God, thus, caring for His creation, —
abound in stylistic means and devices used to enhance expressiveness and glorification of the Lord through images of
nature. Here belong: (i) tropes (metaphors, personifications, similes); (ii) sound imitation devices that create mimetic
effects; and (iii) linguistic means that generate emotional tension.

Key words: biblical discourse, Bible, ecological imagery, ecopoetics, images of nature, Psalms.

CrarTs HagidnDa 10 peaKoierii
12.03.2015 p.

VIAK 811.111°42
Harans I3oToBa

MomnTaxna komno3uuis B pomanax /:xk. M. KyTr3ee: Mmoxe/l0BaHHS irpoBoro CTUJI

VY crarTi 3 HO3MUIIT iIrpOBOi CTHIIICTUKH BCTAHOBIIEHO OCOOJIMBOCTI CEMAHTHKH Ta (HYHKIIIOHYBaHHS MOHTa)KHOI
KOMITO3MLIiT B pOMaHax BiZoMOro miBaeHHoadpukaHcbkoro mnucbMeHHuka J[x. M. Kyrsee. 3’sicoBano, 10 B JIHO-
JIOJIOTIYHOMY KJIFOU1 XYOXHIH TBip MOCTA€E SIK IrpOBa CHCTEMA, YCi €JIEMEHTH SIKOI TaK YH IHAKIIE BiOMBAIOThH CIOCIO
XY/I0’)KHBOTO MHCJICHHSI aBTOpa, WOTO CTaBJIEHHS 1O HTTS 1 MUCTEUTBA. ['py, BIJIOBIZHO, PO3MJISHYTO SK INEBHY
aBTOPCBKY CTparerito, Mo (QYHKIIOHYE Ha PI3HUX DPIBHSIX XYA0KHBOI CHCTEMH: Bill MOBHOI I'pH JI0 irpOBOT KapTHHH
CBiTY. I[miocTmiibOBHMH pHCaMHM TNOETHMKM MOHTaXy B aHamizoBaHux pomanax JDx. M. Kyrsee € IUCKpETHICTS,
(dbparMeHTapHICTh, AehopMallist IPOCTOPY ¥ Yacy, MPOTUCTABICHHS BUMHUCIY Ta PEabHOCTI, IICUX0JI0Ti3M. MOHTaxX y
KOMIO3UIIHHIA cTpykTypi poMmaHiB J[x. M. KyT3ee BuKkoHYye HH3KY (PYHKIIIH: aKTyami3ye TeMaTHIHUH IUIAH XYIOXK-
HBOTO TBOPY; CTBOPIOE HEIiHIIHY, ()parMEeHTapHy OIOBiIb; BIUIMBAE Ha HEOJHO3HAYHICTH, aCTOPUYHICTh, CHITMATUYHICTh
CIPUAHATTS POMaHiB, CIIyTye 3aCO00M XapaKTepH3allii MepCoOHaXiB, CIPHUSE ICUXOIOTI3aIil XyI0KHBOI OITOBIiIi.

Karouosi ciioBa: rpa, irpoBa CTHIICTHKA, iITPOBUH CTHIIB, IrpOBa CTPATETis, MOHTa)KHA KOMIIO3HIIis, 1110CTHIIb.

IMocTanoBka HaykoBoi mpodjemMu Ta ii 3HaYeHHs. BiAnpaBHOIO TOYKOK IrpoBOrO abo JFOIOJO-
TYHOTO MiAXO0JY JO0 BUBYEHHS XYyJOKHBOTO TEKCTYy MOXKE CIYTYBaTH JyMKa BHJATHOTO HiJepPIaHACHKOTO
icropuka Ta KysnbTyponora M. Xeif3iHru mpo Te, IO Ipa € BCEOCSHKHMM CIIOCOOOM JIFOICHKOI MisIBHOCTI,
YHIBEPCATHHOIO KaTeropi€ro JII0ACHKOr0 iCHYBaHHS, CTPYKTYPHOIO OCHOBOIO JIFOJICKHX BitHOCHH [ 10, . 10]. Taki
pHUCH TpH, SIK €BPUCTHUYHICTH, IMIPOBI3alliiHICTh, HACTAHOBA Ha TBOpYE IMEPETBOPEHHS MIMCHOCTI, eMo-
LiHHICTh Ta €CTETHYHICTD — JOCUTH BAarOMUI apryMeHT Uil 3aJIydeHHS irpOBHX €JIEMEHTIB y JIiTepaTypHUI
TBIp 3 METOIO JOCSTHEHHS NEBHUX CTHJIICTUYHUX WLiNeH. [3 mUX mo3umiil rpy TpakTylOTh SIK OJUH i3
MPUHIMIIB KOMITO3UIIIIHOT, CEMaHTUYHOI, KOHIIENTYalbHOT OpraHi3aiii TeKCTy, MOTYKHUH >KaHPOTBIpHHUI
Ta CTWICTBIPHUI (aKTOp, 3aCi0 PO3KPUTTS 11SHHO-TEMATHYHOI Ta XYI0KHBO-ECTETHIHOI KOHIIeTIIii TBopy [5; 7].

[Mornsa Ha XyHOXKHIM TEKCT K irpoBy cucteMy [5; 7], yci eleMeHTH sSKOi IIeBHUM YMHOM BiJIOMBalOTh
crnoci® XyJn0XKHBOTO MHCIICHHSI aBTOpa, MOTO CTABJICHHS JIO JKUTTS Ta MHCTEITBA, YMOXIIUBIIOE BHKO-
pPHUCTaHHSI TPH JJIsl BUBYCHHS 1JIIOCTUIILOBHX PHC TBOPYOCTI OKPEMOro aBTopa. 3 Oriisiiy Ha Iie, Tpa MocTae
SIK TIEBHA aBTOPCHKA CTpaTeris, Mo (YHKIIIOHY€E HA PI3HUX PIBHAX XYHA0XKHBOI CHCTEMH: BiJl MOBHOI TPH JI0
irpoBOi KapTHHHU CBiTy. Y MPONOHOBAaHOMY JIOCHI/PKEHHI OCHOBHY YBary 3BEpHEHO Ha CIOKETHO-KOMIIO-
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3UIIHHNN PiBEHB, ITPOBA CTPATETisl SIKOTO HAIlJICHA Ha YCKJIATIHEHHS CIO’KETHO-KOMIIO3HIIIHOI CTPYKTYpH
JTepaTypHOTrO TBOPY, YHACIIZIOK YOTO CTBOPIOETHCS CIOKETHE i CMHUCIIOBE HAPYKEHHSI.

OTxXe, aKTyaJbHICTh Ii€l PO3BIIKH MOCTAE SIK 3yMOBJIEHA CIIPSIMYBaHHSIM CYYacHOI JIIHTBOIIOETHKH Ta
CTHJIICTUKH Ha TIOMIYK HOBHUX 1 MPOAYKTUBHHX CIIOCOOIB BHBYEHHS 1MIOCTHIILOBOI CHEIU(IKK XYHTOXKHIX
TBOpiB. KpiM TOrO, akTyalbHICTh NOCHTI[KEHHS BH3HAYA€THCSI OpPakOM CHCTEMAaTH30BaHOI Teopii irpoBoi
CTHJIICTUKH, Yy 11 epeoMIICHHI KPi3b MPU3MY KaHPOBOT IPUPOIHN XYA0KHBOTO TBOPY.

AHai3 gocaimkeHb i€l mpooJjemMu. Y HAyKOBUX TOCIHIIKCHHSIX OCTAaHHLOTO Yacy BHBUCHHIO (heHO-
MEHY TpY NMPUAUIIIOTs: MWIbHY yBary [1; 2; 3; 5; 6; 7; 9; 10]. 3 ormsany Ha Te, IO Tpa IMOMIOOIIIE MacKy,
BKYTYBaHHs, MacKapa, HCOJHO3HAYHICTh, TAEMHHUINO [9, ¢. 399], BoHa CKJIaaHO MIAAAETHCSI TCOPETUIHOMY
OCMHUCIICHHIO, CHCTEMAaTH3aIlil Ta JECKPHUIIIii. bararorpaHHicTh Tpu BH3HAYA€ iCHYBaHHS B Cy4JacHIN HayIli
HH3KW TiAXOMIB M0 ii aHami3y, KOKEH i3 SKUX BHCBITIIOE TIEBHI XapaKTEPUCTHUKUA TPH Ta OKPECIIOE KOJIO
SIBUL, SIKI MOXKYTb OYTH OMHKCaHi 3 ii JOIOMOTOI0.

CoriaibHO-TICUXOJIOTIUYHUH TiAXiJ, 30KpeMa, PO3Iisaae Ipy K IHCTPYMEHT COI[aJIbHOTO i MICHXOJIO-
TiYHOTO PO3BUTKY 0COOHCTOCTI [2]; €CTETHKO-KYIBTYPOIOTIUHUN — XapaKTEPU3YEThC PO3YMIHHAM TP SIK
(akTOpy iICTOPHYHOTO Ta KyJIHTYPHOT'O PO3BHUTKY JIFOJICTBA, AKIIEHTYE YBary Ha €CTETUYHOMY 3HAUCHHI TPH
SIK SIBUIII JTFOJCHKOT KynbTypH [10]; (himocopchbko-aHTPONOLNEHTPUYHUN PaKypc MOB’S3aHMI 3 YSIBOIO MPO
rpy Sk (GyHIaMEHTAIbHY OCOOJIMBICTH iICHYBAaHHS JIOMWHU [1]; MHTBICTHYHUH — OMHCYE TPy SK OIUH i3
KOJIiB, 32 JOITOMOTOIO SIKOTO BiAOYBa€ThCS PO3YMIHHS Ta iHTEPIpETAIlis pI3HOKAHPOBHUX Ta PI3HOCTHIILOBHX
TekcTiB [5; 7]. 1, BiAmOBinHO, BiacHe JIIHTBICTUYHA MPHUPOJA TPH PO3KPUBAETHCS UYEpe3 aHali3 IrpoBHX
€JIEMEHTIB, MPEACTABICHNX Y TEKCTI Ha BCIX PIBHSAX.

Merta Ta 3aBaanHs cratTi. MeTa CTaTTi — YCTAHOBHUTH IrpOBUH MOTEHINIa] MOHT)KHOI KOMIIO3HIIIi B
pomanax Jx. M. Kyr3ee. JIoOCATHEHHS MOCTaBICHOI METH Tiepeadayae BUKOHAHHS HHM3KW 3aBlaHb: 1) y3a-
TaJbHATH OCHOBHI TEOPETHYHI paKypcH JOCHiKeHHS (eHOoMeHy TpH; 2) omucaTH OCOOJIMBOCTI aHaIizy
TEKCTOBUX SIBHII] 13 TIO3UIII{ irpOBOi CTUIIICTHUKI, 3) OKPECITUTH CIIel(iKy MOHTaXY SIK TEKCTOBOTO SBHUINA B
KOHTEKCTI Cy4acHOi JIIHTBOIIOETUKU Ta HApaToJIOTii; 4) PO3KPUTH CEMAHTHUKY MOHTa)XHOI KOMITO3MIi B
pomanax JIx. M. Kytsee; 5) 3’scyBatn QyHKUii TEXHIKH MOHTaXy B CIOETHO-KOMITO3HLIWHIN CTPYKTYypi
JOCHIIKYBaHUX TBOPIB aBTOPA.

Buxkiag ocHOBHOT0 MaTepiajqy il 00TpYHTYBaHHSI OTPMMAHUX Pe3yJbTAaTiB AocaiakeHHs1. [IoHATTS
Monmaoic, 0 BHHUKJIO B KOHCTPYKTHBICTCHKIN MoeTHIli (Hacammepen y KiHO), BU3HAETBCS CHOTOJHI YHi-
BepcabHOIO KaTeropieto [6, c. 14]. CyTs MOHTaxXy, 3TiJHO 3 KOHLENLi€lo, o i1 po3podus C. EfzeHIuTeiiH
y MeXaX KiHOMHCTENTBA, IMOJIATAE B TOETHAHHI B €IHHE IIIJIE METOJIOM «CTHKY», «30ipKM» Pi3HOPITHHX
eneMeHTIB (emi3omiB, oOpasiB, aeTaneii, Tem toimo) [3; 6]. Taka cnenudika MOHTa)XKy BHU3HAYa€ JiBa KIIO-
YOBUX MHUTAHHS WOTO MOETUKHU: MpoOJeMa «CTUKY», TOETHAHHS €JIEMEHTIB, IO MiJISATaloTh MOHTAaXY, Ta
npo06JieMa IUTICHO-KOMIIO3HUIIIHHOT 1 CMHCJIOBOT €IHOCTI MOHT&)KHOI KOHCTPYKIIIi [6, ¢. 15].

MoHTax, 3am03u4eHui i3 KIHOMUCTENTBa B XYIOXKHIO JITEPaTypy, HAIEKUTh 10 IOCUTh €(hEeKTUBHUX
TEeXHIK MOJICJIOBAHHS CHOXKETHO-KOMIIO3MIIIMHOTO MPOCTOPY JIITEPaTypHOro TBOPY. lle MOsICHIOEThCS, MMOo-
TiepIrie, BIACTHUBICTIO MOHTaXy CyMIIIATH B OJHII IUTONHMHI aOCOIMOTHO pi3HOXapakTepHi npeamet (8, c. 230];
Mo-7IpyTe, B aKkIeHTyarlil, CMECIIOBOMY BHIJICHHI KIFOUYOBUX, «yIapHUX» emizomiB [4, c. 193], sKki cBO€wO
Yeproro akTyalli3yIoTh NIEBHY TeMY/i/iel0 XyJ0)KHBLOTO TBOPY Ta aBTOPChKE CTaBJIeHHs A0 Hel. Baximso, 1o
MOHTaX HE € 3aC000M aBTOMATHYHOI cHaiku kaapis [8, c. 231] a0 MeXaHICTHYHO CKJIAJCHOI CyMHU HOro
KOMITOHEHTIB [4, ¢. 197]. Lle 3aBxau sSIKicCHO HOBE IIije, 1[0 XapaKTepU3y€e TBOpUYY MaHEPy aBTOpa, CTHIIb Ta
JKaHP JITEPaTYPHOrO TBOPY, i € TAKOXK OJHUM i3 MPUHOMIB CTBOPEHHS €KCIPECHBHOI KOMITO3HUILi Ta TOHATBHOT
CHCTEMH BCHOT'O TBOPY.

[loetnka MoHTaxy, mpencrasieHoro y tBopax JIx. M. Kyrsee, ¢opMmyeTscsi TaKMMU O3HaKamu, 5K
JMCKPETHICTh, ()parMeHTapHICTh, eopMallisi IPOCTOpPY U Yacy, MPOTUCTABICHHS PeabHOCTI i BUMHUCITY Ta
TICHXOJIOT13M.

Tak, st BuKnay nomieBoi kaueu pomany «In the Heart of the Country» («B cepui kpairm») k. M. Kyrsee
obupae popmy mogeHHUKa. KoMno3umiiiHo TBip CKIagaeThcs 3 HU3KH KOPOTKHX IOJEHHUKOBHUX 3aIHCiB
(3aranom ix 266), o HaraayoTh GoTorpadii abo 3HIMKM peajabHOCTI, BIAOUTI B royioBi Marau, caMOTHBOT,
HE3aMDKHBOI JKIHKH, SIKa MEIIKa€e pa3oM 31 CBOIM OaThbKOM Ta IMPHCIYror Ha BimmaneHid depmi y Kapy.
[{oneHHUKOBI 3alKMCH TOETHAHI OJIUH 3 OJHHM 3a JIONIOMOTOI0 TexHikM MOHTaxy [11, c. 38]: TBip HiOM
(GIINTHI» 3 OKPEeMHUX (PPAarMeHTIB, €Mi30[iB, MOJIN, SKi TO MOBTOPIOIOTHCS, TO MPOTUCTABISIFOTHCS, TO
YHEMOKJIMBIIIOIOTh OAMH OJ(HOTO. Lle ciayrye miArpyHTsIM HEOJIHO3HAYHOCTI CHPUHHATTS Ta iHTepHpeTarii
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MOMiH, Ja€ 3MOTy YMTaueBl MAaTH Pi3HI/aIbTepHATHBHI Bepcii o/Hi€l 1 Tiel camoi Moii, a TaKOX TMOKa3ye
MICUXOJIOTIUHY IUIyTaHWHY B AyMKax rojioBHOI repoiHi. [IpukmagoM Takoro nmpuidoMy MOXKYTh CIyTyBaTH
OTIFICaHi B poMaHi JBi pi3Hi Bepcii cMepTi baThka Marmu:

My father lies on his back, naked, the fingers of his right hand twined in the fingers of her left, the jaw
slack, the dark eyes closed on all their fire and lighting, a liquid rattle coming from the throat, the tired
blind fish, cause of all my woe, lolling in his groin (would that it had been dragged out long ago with all its
roots and bulbs!). The axe sweeps up over my shoulder. All kinds of people have done it before me, wives,
sons, lovers, heirs, rivals. | am not alone [14, p. 12].

The door of my father’s room is locked against me but the window is open, as ever. I have had enough,
tonight, of listening of the sounds that other people make. Therefore it is necessary to act swiftly, without
thinking, and, since | cannot plug my ears, to hum softly to myself. I slide the barrel of the rifle between the
curtains. Resting the stock on the windowsill 1 elevate the gun until it points very definitely toward the far
ceiling of the room and, closing my eyes, pull the trigger [14, p. 66].

3aBASKM MOHT@XKHIA KOMITO3WINI B aHAII30BAaHOMY TBOpI BHUMHCEN MEPEILTITAEThCS 3 PEaNbHICTIO,
ysIBHE — 3 JIHCHUM, 1 1Ie CTBOPIOE TICHXOJIOTI3M OMOBiAi. YnTau pa3oM i3 TOJIOBHOIO TepOTHEI0 HIOM PO3pH-
BA€ThCS MK YSBHHM Ta pealbHUM cBiTamu. Hampuknan, B oIHOMY 31 CBOiX 3amuciB Marga ysBise, siK
ciryra XeHApiK y JOBOII ipOHITHOMY TOHI PO3MOBIA€ CBOIH MKIHIT PO HAI3BIYAHHO iHTUMHI pedi ay1st Marau:

He tells her about my lonely life, my solitary walks, the things that 1 do when | think no one is
looking, the way I talk to myself, the way my arms jerk. He parodies my cross gabble. Then he tells her of
my fear of him, the harsh words | speak to keep him at a distance, the odour of fright he can smell
floating of me. He tells her what | do by myself in bed. He tells her how | roam the house by night. He
tells her what I need [14, p. 94].

3aBIsSKM MOHTaXHIM KOMIO3UIII B aHaIi30BaHOMY POMaHi CTBOPIOETHCS HEJNIHIMHICTh MOBICTYBaHHS:
CBIJJOMICTh TIEPCOHAXKA CIPSIMOBAaHA OJHOYACHO B TPHhOX BEKTOpaxX — TEMEpilllHE, MHUHYJE, MalOyTHE.
[NeperuieTennss MaitOyTHHOTO 3 MUHYJIMM PO3KPUBAE CrielU]iKy MepekuBaHHS MEPCOHAXKEM TEIEPIlIHBOTO,
aKIEHTYy€e TPOOJIEMHY CUTYaI[il0/CUTYallii, ICHX0JIoTi3ye onoBias. Hanpukman:

1 grew up with the servants’ children. I spoke like one of them before I learned to speak like this. 1
played their stick and stone games before | knew | could have a dolls’ house with Father and Mother and
Peter and Jane asleep in their own beds and clean clothes ready in the chest whose drawers slid in and out
whole Nan the dog and Felix the cat snoozed before the kitchen coals. [...] How am I to endure the ache
whatever it is that is lost without a dream of a pristine age, tinged perhaps with violet of melancholy, and a
myth of expulsion to interpret my ache to me? [...] My lost world is a world of men, of cold nights,
woodfire, gleaming eyes, and a long tale of dead heroes in a language | have not unlearned [14, p. 7].

VY oMy (hparMeHTi ICHXONOTIYHUI CTaH TOJIOBHOT TepoTHi 300paeHuil uepe3 HaKIaJaHHs MHUHYJIOTO
JIOCBily Ha TerepilnHi moii. Mara, po3MipKOBYIOYH TIPO CBOE TETIEPIIIIHE XKUTTS, BiquyBae Oinb (the ache),
po3ry6iteHicTh i crmycTorrenicTs (My lost world), HocTanbrito 3a UTIYMMH EMOITISIMH Ta BiAUyTTAMH. ToMy
B 00poTh0i i3 camoTHICTIO Maria BuMyIlieHa nrykKaty Apy3iB cepes poOiTHHKIB Ha (epmi.

[Ipuxitamom HeNmiHIHHOI OMOBIZI MOXKE CIyTyBaTH W MPOEKTyBaHHS Marau cBoro mMailOyTHbOTO (BH-
raJIaHOTO Y PeajibHOT0), 30KpeMa (haHTa3yBaHHS I0JI0 KHUTTS pa3oM 3 OaTbKOM Ha (epMi:

Sometimes when | the weather is fine, as it is today, sunny but not too warm, I carry my father out of
his room and seat him on the stoep, propped up with cushions in his old armchair, so that he can once again
face out over the old acres, which he no longer sees, and be exposed to the birdsong, which he had no
longer hears. He sees and hears nothing, for all I know he tastes and smells nothing, and who can imagine
what the touch of my skin on his is like? [14, p. 27].

VY pomani «Waiting for the Barbarians» («B ouikyBaHHI BapBapiB») MOJEIIOBAHHS IIPOBOTO CTHIIIO
Jlx. M. KyT3ee BinOyBaeTbcsi uepe3 3allydyeHHsT OHEHPHUYHMX CMi30[iB, YIUIETEHUX y CTPYKTYpPY pOMaHy
MOHTQXHUM c11oco00M. 1'0710BHOIO (PyHKIII€I0 OHEHPUYHUX (DParMEHTIB € aKTyali3alis TEMaTHYHOTO TUIaHY
pomany. Tak, IPOBIJHOIO TEMOIO LOTO TBOPY € TEMa OCOOUCTOro «IPOOYIKEHHs» — OOJIICHOrO Ta CyIie-
PEWIMBOTO TMPOIIECy, II0 JIA€ 3MOTY JIFOJIMHI MIMOIIe 3p03yMITH NIEBHI iCTOPHYHI Ta MOJIITHYHI pealii, a came
npupoy iMrepianiamy [12, ¢. 48]. Ha mymKy camoro aBropa, TBip pO3KPHBAE MPUPOLY JIOACHKHX CTPaXK-
JaHb Ta iXHii BIUIMB HA mroauHy coBicti (man of conscience) [13, c¢. 363]. Otxe, TONOBHHUI aKICHT Y
pOMaHi 3po0JICHO Ha PO3KPUTTI MPUPOAH JTOACHKUX CTPAXKAaHb, 300pXKEHHI IICUXOJIOTTYHOTO Ta (i3HYHOTO
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HACHJUTSA HaJl JIFOJWHOIO, JIEMOHCTpAIll CHJIH BIagu. Yce Ie eKCIUTIKYEThCS Y PO3ayMax TOJOBHOTO Teposi
PO WOTO CHU Ta CHOBHIIHHA. Hampukianm:

| feel old and tired, | want to sleep. | sleep whenever | can nowadays and, when | wake up, wake
reluctantly. Sleep is no longer a healing bath, a recuperation of vital forces, but an oblivion, a nighty
brush with annihilation [15, p. 23].

Half-deep in the soothing water I indulge myself in this wistful vision. I am not unaware of what such
daydreams signify, dreams of becoming an unthinking savage, of taking the cold road back to the capital, of
groping my way out to the ruins in the desert, of returning to the confinement of my cell, of seeking out the
barbarians and offering myself to them to use as they wish. Without exception they are dreams of ends:
dreams not of how to live but of how to die [14, p. 153].

BepbanbHo BHYTpimHS Hampyra, 0e3M0pagHIiCTh 1 pO3TyOIeHICTh TOJOBHOTO Teposl MmepenaHi HU3KOI0
MeTadop, 3a TOMOMOroro KX BiH xapakTepusye cau: sleep is no longer a healing bath, a recuperation of
vital forces, but an oblivion, a nighty brush with annihilation (con yxe He € I MeHe IO BaHHO,
BiJTHOBJIEHHSIM JKATTEBUX CHII, BiH Terep — jwuiie 3a0yTTd, JHIIe MOHIYHEe 3HAPAIAS MOBHOTO 3HHIIEHHS);
they are dreams of ends: dreams not of how to live but of how to die (ue cum kiHIA: CHE He TIpO Te, K
BWKHTH, a TIPO Te, IK yMepTH). CeMaHTHKO-CHHTAKCHU4YHI BiJTHOIICHHS MPOTHUCTABJICHHS, IO BCTAHOBIIIO-
IOThCS MIXK 3a3HA4CHUMHU MeTadopaMu, CTBOPIOIOTH TOJIATKOBY €KCITPECUBHICTh OIMOBIJI.

MoHTa)KHa KOMITO3HIIiSI B I[bOMY pOMaHi TakoX Ja€ 3MOTY MapaJoKCalbHO IMOEAHATH peaibHEe Ta
ippeanbre [11, c. 5; 12, c. 51], 3B’530K MiX SKHNMH BUSABIISIEThCA Yepe3 CHU TOJIOBHOTO Tepos. Hanpuknan:

In the night the dream comes back. | am trudging across the snow of an endless plain towards a group
of tiny figures playing around a snow castle. As | approach the children sidle away or melt into the air.
Only one figure remains, a hooded child sitting with its back to me. | circle around the child, who continues
to pat snow on the sides of the castle, till I can peer under the hood. The face | see is blank, featureless; it
is the face of an embryo or a tiny whale; it is not a face at all but another part of the human body that
bulges under the skin; it is white; it is the snow itself. Between numb fingers | hold out a coin [15, p. 53].

LenTpanparM 00pa3oM JEKIIBKOX CHIB TOJIOBHOTO Teposi € AiBUMHKa-BapBapka. llle mo 3yctpidi 3 Hero
BiH OaunTh 11 yBi CHI B 00pa3i skoick qutunu (& hooded child) i3 HewiTKUMH, PO3MUTHME PHCAMH OOTHIUS
(The face | see is blank, featureless; it is the face of an embryo or a tiny whale). ITpu mabmmkenni oopas
PO3CIIOEThCS 1 3HHUKAE, a HOMY 3/1a€ThCs, IO 1€ HABITh HE 00JIMYYS, a SIKACh 1HIIIA YaCTHUHA TiJIa, a MOXKIIUBO,
mpocro cHir (it is not a face at all but another part of the human body that bulges under the skin; it is white;
it is the snow itself). 3aBmsiku Takomy edemepHOMY 00pasy MIBUMHKH CTBOPIOETHCS MCUXOJIOTIUHE HAIpPY-
JKEHHsI, K€ JI0IATKOBO MiACHITIOETHCS TYT MeTadoporo melt into the air (pozunumnack y mositpi), rimep6o-
nizoBaruM emiterom endless (Heckinuennwmii) y cioBocnonydenni endless plain, emirerom humb (oHiminmit)
y cioBocmoayuenni numb fingers.

BucHOBKH Ta TepCHEeKTHBH MOAAIbLIIOr0 AocjimkenHsi. CrOKETHO-KOMIIO3UIIIHA CTPyKTypa
pomaniB Jx. M. KyT3ee, enemeHTH sikoi OpraHi3oBaHi 3a MOHTa)XHUM MPHUHIIMIIOM, BiJJ3HAYA€ThCS JIUCKPET-
HICTIO Ta (PparMeHTapHICTIO, epeadadae iCHyBaHHs AEKLIBKOX YaCOBUX Ta OMOBIIHUX IUIACTIB, XapakTe-
pU3YETHCS HENMIHIHHICTIO MOBICTYBaHHS. Takuil CIOCI0 BHKIAAy Marepially HAIeXUTh O HaJA3BHYAHHO
e(eKTUBHUX METOIB aKTyali3amii TeMaTHYHOTO IUIaHy IPOaHATi30BaHHUX XYJOXKHIX TBOpPIB, € 3aCO00M
XapakTepu3alliii MepcoHaXiB, MOTYKHUM MEXaHI3MOM IICHUXOJIOri3allii omoBiai. [lepcrnekTuBr MmoJaIbIInX
PO3BIZIOK y KOHTEKCTI O3HA4eHOI MpoOJeMAaTHKU BOAYaeMO B pO3POOJIEHHI METOAMKH aHAJi3y iHIIMX IMPOBHX
€JIEMEHTIB, sIK1 Y CBOil CYKYITHOCTI Ta B3aeMoii (GOpMYIOTh irpoBHii pocTip XyAoxHiX TBopiB k. M. KyTtsee.
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M3oroBa Haranbsa. MonTa:knasi komnozuuusi B pomanax k. M. Kyr3ee: Mmoje/iMpoBanue MIpoBoro crujs. B
CTaThe C MO3HMILUH UTPOBOI CTHIMCTHKH OMNPEAEICHBI OCOOCHHOCTH CEMAaHTHKHM M (DYHKIMOHMPOBAHUS MOHTa)KHOM
KOMITO3HILIMM B pPOMaHaX H3BECTHOTO IokHoadpukanckoro mucarens J[x. M. Kyrsee. Bouio ycranosneno, 4ro B
JIFOJIOJIOTHYECKOM KIIFOUE XyJO0XKECTBEHHOE IPOM3BEICHHE MPEICTABIIECT COOOW HIPOBYIO CHCTEMY, BCE HJIEMEHTHI
KOTOpOW TaK WJIM HMHaue OTPAXKAIOT CHOCOO XyJ0’KECTBEHHOTO MBIIUICHHS aBTOpPA, €ro OTHOLICHWE K JKU3HU U
UCKycCTBY. Urpa, COOTBETCTBEHHO, paccMaTpuBaeTcs B padOTe KakK OIpeZeieHHas aBTOpCKas CTpaTerus, KoTopas
(YHKIMOHUPYET Ha Pa3HBIX YPOBHAX XYJOXKECTBEHHOW CHCTEMBI: OT SI3BIKOBOW WIPbI JI0 MIPOBOM KapTUHBI MHUpA.
VauocTuieBbIME YepTaMH MOSTHKY MOHTa)ka B aHaIM3UpyeMbIx pomaHax J[k. M. KyT3ee sBIAIOTCS AMCKPETHOCTS,
(bparMeHTapHOCTh, MedopMalus MPOCTPAHCTBA M BPEMEHH, MPOTHBOIMOCTABICHUE BBIMBICIA U PEATbHOCTH, MCHUXO-
soru3M. MoHTaX B KOMITO3MIIMOHHON cTpyKType pomanoB JIxx. M. KyT3ee BbIMONHSACT psan GYHKIHMH: aKTyalIn3upyer
TEMATHYECKHH TUIaH XyJI0’KECTBEHHOTO POM3BECHHS, 00pasyeT HelMHEelHoe, ()parMeHTapHOEe ITOBECTBOBAHHME, BIMSCT Ha
HEOHO3HAYHOCTbh, aJUIETOPHUYHOCTh, SHUTMAaTHYHOCTh BOCIIPHATHS, SBJISICTCS OJHUM M3 CIIOCOOOB XapaKTepU3alnu
MIEpCOHAXEH, CIOCOOCTBYET MCUXOJIOTHU3ALNH XY/105KECTBEHHOTO TIOBECTBOBAHMS.

KoaioueBble cinoBa: urpa, UrpoBasi CTHINCTHKA, UTPOBOM CTHIIb, HTPOBAsl CTPATETHsI, MOHTAXHAS KOMIO3UIIHS,
UINOCTHIIb.

Izotova Natalya. Montage in J. M. Coetzee’s Fiction: Modeling a Ludic Style. The article focuses on
semantics and functioning of montage technique in J. M. Coetzee’s fiction from the perspective of ludostylistics.
Within the framework of ludostylistics a literary text is viewed as a ludic system. The constituents of such a system,
one way or another, represent the author’s creative thinking, his/her attitude towards life and art. The game in the text
can be regarded, respectively, as the author’s strategy which functions on various levels of the artistic system: from the
language game to the ludic picture of the world. Due to the creative, emotive, aesthetic and heuristic nature of game, it
is considered to be an effective means of studying the author’s individual style. J. M. Coetzee’s ludic style can be
modeled through the prism of montage technique. Montage is defined as a process of making the whole picture, film,
or a piece of music or writing by combining parts of different pictures, films etc in an interesting and unusual way.
J. M. Coetzee’s poetics of montage is characterized by the following features: discrete, fragmentary and inconsistent
nature of episodes, time and space transformation, opposition between reality and fancy, psychologism. As a literary
technique, montage performs several functions in J. M. Coetzee’s fiction: it develops the theme of the novel; produces
a non-linear, fragmentary plot development; contributes to ambiguous, enigmatic, allegorical perception of the text;
characterizes personages, creates psychologism of a literary narrative.

Key words: game, ludostylistics, ludic style, ludic strategy, montage, idiostyle.
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